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Abstract

Primitivism as it developed in western art in the early twentieth century came to m e a n
a style with 'primitive" tendencies influenced by the art of Africa and Oceania. As
well, it implied a certain creative attitude to the making of art with an emphasis on
subliminal, which became crucial in the new sciences of psychology and psychiatry.
Another important aspect of 'Primitivism' has been the inspiration from the

previously submerged art forms such as folk art and children's art in the inner life o

artists which has resulted in a further search for self-consciousness for the indivi
artist, and a breaking of traditional forms. The result was the wholly fresh new look

art Primitivism has therefore had many layers and levels in its long history and is no

fixed to one approach or place, with influential schools not only in Paris but also in
other European centres (Cobra Group, Blau Reiter Group) and in America. The
exponents of this movement included Pablo Picasso and Paul Klee. Looking over
twentieth century western modern art, it is apparent that tribal art, folk art or
children's art all fit within a general definition of "Primitivism".

The major point of this thesis is the investigation, and a personal introspection, int
another kind of direction that Primitivism has given to the art arena in Taiwan after
1946, after a long-term molding and influences from western traditional aesthetics.
This study explores creative forms and techniques used by contemporary Taiwanese
artists influenced by Taiwanese folk art and Taiwanese Aboriginal art. A significant

area of this thesis is not only a personal introspection in the creation of my paint
but also a reconstruction of psychological foundations in understanding a primitive
approach to art making. This reveals an underlying aesthetics in both Aboriginal and
1

folk art of Taiwan. This thesis examines the work of H u n g Tung and Liu Chi-wai as
the window into the local connotations of their art styles and their sources in

Taiwanese folk art, and their wider relationship to Primitivism. These ancient sourc
emphasise the spiritual in their work.

The structure of the thesis moves from an exploration of Primitivism and its
background in western art history to a discussion of the viewpoints of eastern and
western scholars in developing a particular understanding of Primitivist artists and
their methods of expression through an analysis of child art, folk art and the forms
Aboriginal art in Taiwan. How these ideas integrate into my painting exhibition
"Torso" and my method of working is a central aspect of this research.

2

INTRODUCTION
In the world, there are m a n y different races, m a n y magnificent planets and fixed
stars, different waves and different flames. Because of destiny, we cannot be
close to all of them. We are trapped in a tiny body and are trapped in time.
We believe only what we see with our eyes and what we are used to but we are
actually blind to all other experiences....
—Ku Cheng (1956-1993), Poetic Words Collection (Yu Art Creation
Engineering 198).

From an artist's point of view the most important aspect in the course of the cre

of a work is the tracing back to the initial language of creative feeling. From m

experience as an artist who embraces Primitivism tins carries the notion of a str
and direct expression of the common human senses and is a window through which
one can discern the true feelings of the making of art. This is my concern in
researching the contexts and meanings of Primitivism in my own work1.

The written component of this study begins with an overview of the influence of
'primitive' or non-western art on the civilizations of western Europe. There are

ways of expressing beliefs and experiences, but for most artists of the nineteent

century their vision was limited to that of European traditional art and their kn

limited world. They were unaware or dismissive of art from other parts of the wor

This was a time of great change. There was European expansion into Africa and

1

A Glossary of terms is provided at the end of this document with precise defini
used.
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Oceania, Australia, and Asia-Pacific region and Central and South America. These

areas included a rich variety of racial types and circumstances, which historicall
been ignored by Europeans. Even in 1957, as A.A. Gerbrands in his work Art as an

Element of Culture Especially in Negro Africa stated that European artists saw suc
cultures as 'childish' and 'undeveloped'. This was a common judgmental view of

the time reflecting the nineteenth century position. He wrote: "primitive art exis

in African blacks, natives in Australia and the Pacific Area and art forms in Amer
Asia and Indonesia" (Goldwater 250). Adrian G.H. Claehot in 1965 suggested using
the phrase of ethnological art to replace "primitive art" in his book The Concept

Primitive Applied to Art (Claerhot 432-438), but this still had overtones of racia

consciousness as its conceptual basis. Thomas McEvilley in 1984, after the exhibit
"Primitivism" in the Twentieth Century: Affinity of the Tribal and Modern at MOMA

in New York, asserted that western values were still dominant in the evaluation of
work that was exhibited and reflected a colonial viewpoint.

In his book The Theatre and Its Double published in 1938, *Antonin Artaud
(1896-1948) recognized that the most important content absorbed from the

"primitive" third world aesthetics by western modern artists really belonged to th

original condition of all humanity, and that the appreciation of the aesthetics of
"primitive" art was fundamental to all art cultures (Yu Oriental Esthetic in
Contemporary 282).

Charles Wentinck in 1979 suggested in his book Modern and Primitive Art the term
"Primitive" should be replace by Primitivism. He based this change of name on his

concept on "attitude and style" in the artists' creative process. This resulted in

art which had shifted from the early basis of art from a particular region towards
4

positive look at the psychological basic of the artist's work.

For example, in modern

art in the twentieth century, tribal community art, folk art and children's art sha
common style (Wentick 22).

From the 1970s, Taiwanese artists discovered Taiwanese folk art as a source. Hung
Tung (1920-1987) is one such artist. From the 1980s Taiwanese Aboriginal art was
also an influence, for example Liu Chi-wai (1913-2000). In this thesis, I will
specially relate Taiwanese folk art to Primitivism. The reason for doing so is that
the course of my creative work I use both Taiwanese folk and Aboriginal art as my
inspiration. Based on the continuous call for "localization"2 and the momentum of

cultural groups in Taiwan to engage the original aesthetics of folk art, the underl

aesthetic of Aboriginal and folk arts have appealed to me as a research field that c

cross over ideologies of race and culture. The essential points and structure of thi
research are as follows:

Chapter I THE IDEA OF THE "PRIMITIVE" ART IN WESTERN ART. The t
"Primitive" was used from the mid-nineteenth to the mid-twentieth century by
European artists and scholars. There was extensive discussion on their theories of
"Primitive" Art. They came to realize was a need for a wider term for its broader
meaning. They used "Primitivism". The distinction between "Primitive" Art and

Primitivism is given in this chapter. Artists who first used the term were Pablo Pi
(1881-1973), Paul Gauguin (1848-1903), Jean Dubuffet (1901-1985) German
Expressionists, especially Emil Nolde (1867-1956) and the COBRA group (1950s).

2

Currently, "localization" is emphasized by the Taiwanese is a kind of search for the culture existed in
the native land of Taiwan in order to defend against thinking of western concept.

5

Chapter II PRIMITIVISM

IN

TAIWANESE

ART

SINCE

1970.

Firstly, the

development of Primitivism after the 1970s in Taiwan is explored as the pivot to t
connection between Primitivist and Taiwanese folk art. An introduction is made to
the broad history of Taiwanese art after World War II, and the development of the
of Taiwanese folk art in this period using the Taiwanese artist Hung Tung as an
example. Apart from presenting evidence of the relationship between Taiwanese

folk art and personal creative strategies, I explore the importance of the sublim
feelings and intuitions seen through children's painting.

Chapter ID PRIMITIVISM IN TAIWANESE ART SINCE 1980. In this chapter, I
employ the development of Primitivism from the 1980s in Taiwan as the important
point to describe the connection between Taiwanese Primitivist and Aboriginal

woodcarving. Firstly, there is a brief history of the Taiwanese Aboriginal art an
the development of woodcarving and its main structural forms. The chapter also
includes the important work of Taiwanese contemporary artist Liu Chi-wai. A

conversation with him recorded during an actual interview with me is in the Append
III. The record of this dialogue has been an important source in discussing the

aesthetics of Taiwanese Aboriginal art and folk art. Liu Chi-wai was famous both i
Taiwanese contemporary art, and in his work in anthropology.

Chapter IV PRIMITIVISM IN MY WORKS. Further analysis is conducted on the

influence of Taiwanese Aboriginal carving on my own paintings. These influences ar

based on specific structural forms, source of material, space and composition that
discovered in Aboriginal woodcarving. The notion of automatism in Primitivism is
the basis of this chapter.

6

The primary impression given by the term "Primitive" art at the beginning of the
twentieth century was mainly concerned with a style of exaggerated forms, rich
colour and surfaces with strong lines and little sense of perspective. However,
following the adoption of the term Primitivism, this stereotyped impression was
progressively developed. Consequently, this thesis examines the existing

understanding of Primitivism in Taiwanese art and extends this knowledge in order to
inform my own paintings.

The value and originality of this study 'Primitivism in the west and the east' is in
bringing together an understanding of western innovations in modernism of the early

twentieth century, with developing ideas in Taiwanese painting in the late twentieth
century through important artists such as Hung Tung and Liu Chi-wai. The contexts

and theories around Primitivism inform my own painting in order to establish a fresh
language of creativity.

7

CHAPTER ONE

THE IDEA OF THE "PRIMITIVE" ART IN
WESTERN ART

In chapter one I will give an overview of Primitivism in European art of the late
nineteenth and early twentieth centuries in order to establish a connection with the
unfolding contemporary art of Taiwan. There were two elements in Primitivism as it
is embodied in western art: the influence of the characteristics of art from "primitive"
societies, and the intuitive approach gained from an understanding of the
sub-conscious that links all h u m a n s together. Both of these elements are explored for
their part in the n e w direction of European M o d e r n art3.

Generally speaking, the concept "primitive" according to Lewis in 1961 (221) has
been defined in s o m e of the following terms: the earliest, the original source, vitality,
nature, simplicity, naivety, uncivilized, savagery, coarseness, eccentricity, absurdity
and foreign. However, it is clear from the language Lewis uses that his point of view
is more reflective of earlier, colonial thinking rather than more contemporary views.
In English language dictionaries, as in Lewis' definitions, a simpler explanation of
Primitive is given, for example, "original" or "early stage". After the mid-nineteenth
century, European anthropologists advocating the theory of evolution employed the
term primitive as a substitution for "savage".

3

See Glossary for definitions of terms used.
8

T h e term "primitive", before the

post-colonial period, w a s broadly applied to "primitive m a n " , "primitive society",
"primitive religion", "primitive mentality" and "primitive art" (Lewis 221-241). (See
Glossary)

Colin Rhodes, a scholar writing in 1994, discussed the integration of Primitivism into
modern western art beginning from the 1890s to the 1910s (Rhodes 111). In his
book Primitivism and Modern Art, he recognized that the word "primitive" was the
term used to describe the "quality" level in cultural aspects from the European point
of view. However, he felt that generally "primitive", in comparative terms, leaned
towards the meaning of disparagement (Rhodes 13) and within this meaning there
were variations or differences.

This integration began with a close interest, developed among European artists in
"Primitive" art, which was introduced into Europe with the colonisation of Africa.
Paul Gauguin (France 1848-1903) and Pablo Picasso (Spain 1881-1973), who are
regarded as representative artists in the forefront of this "primitive" style, were
followed by Paul Klee (Switzerland 1879-1940), Jean Dubuffet (France 1901-1985),
the German Expressionist, especially Emil Nolde (1867-1956) and COBRA
(1948-1951) artists4 (Rhodes 50-59). These artists were not merely interested in the

style that had shocked traditional academic artists, but also in the psychology of art
creation. In the context of twentieth century modern western art, Primitivism used

both non-European and intuitive art. The latter was expanded later to include folk art
children's art and the art of mentally disturbed patients.

4

The word Cobra stands for Copenhagen, Brussels and Amsterdam, the capitals of Denmar
and the Netherlands respectively. The artists represented in this group were predominantlyfromthese
three countries. Under the shadow of World War II, these artists drew inspirationfromchildren's
paintings, ancient murals and even the drawings of mentally disturbed patients.

9

W h e n scholars, above, applied the concept of "primitive", from the 1890s to the

1910s, as a art style, its meaning was taken to be the art of "primitive" society ra

than referring to earlier stages of western culture. From the viewpoint of anthropo

scholars were still not satisfied with the definition of "primitive" art. One expla
of "primitive" was given by A.A Gerbrands (1957) in Art as an Element of Culture
Especially in Negro Africa he claimed that "primitive" art existed in African,
Australia Aborigines and the Pacific Islander area, as well as North American, Asia
and Indonesian. Although Gerbrands later changed the term to "non-European art",
in order not to imply a value judgment in the use of the term 'primitive', he had
ignored the early stages and prehistory of European art which was a genuine

'primitive' period in European history. From the point of view of western art histor

"primitive" art also referred to the early stages of the history of painting and ca
in the various countries in Europe (such as the early Italian paintings in the
Renaissance between the twelfth to fourteenth centuries who were considered
"primitive".)(Goldwater 250-254).

Thomas McEvilley pointed out when critiquing the exhibition "Primitivism" in 1984
at The Museum of Modern Art (N.Y) that the modernist aesthetic appreciation of
primitive art lay in the affinity it had with modernist values such as "freedom,

innocence, universality and objective value" (McEvilley 38). However, he takes issue

with the term 'affinity' because it is presumptuous and is indicative of the Euroce
arrogance that was reflected in modernism. His main concern about such an

exhibition was that it showed "Western egotism still as unbridled as in the centuri
colonialism and souvenirism. The Museum pretends to confront the Third World

while really co-opting it and using it to consolidate western notions of quality and
10

feelings of superiority" (53). H e argues that Ernst and Picasso had been influenced by
their exposure to artworks from 'primitive1 cultures rather having shared
characteristics.

Not only from the point of view of modern European artists who discovered African
"primitive" art, but also from western scholars who employed their own standards to

look at non-western art (or "primitive" art), such as Lewis and Gerbrands it is obvi
that there is a strong Eurocentric viewpoint. Since the nineteenth century, in the
view of western art historians, "primitive" art works that they appreciated and
accepted could be grouped as possessing certain models and style that conformed to
western standards (Hsiu 21).

In his book of 1969, Judgments to Primitive Art, Goldwater pointed out that the

standard appreciation of modern artists, collectors, art historians and museum curat

all agreed on a norm based on the form and style of "optical naturalism" for western
art school training. This was that realistic works that could be readily identified
the ideal. Based on these naturalistic aesthetics, western scholars selected human
and animal forms from African carvings, which they could recognize as the higher
"primitive" art according to their aesthetic viewpoint. The second category of this
group's judgement of African art was based on a symbolic and decorative style in

which there was no naturalistic image. The last categories were objects that possess
no clear design, but which were images offering a sense of decoration. Raymond
Firth, in his book Art and Life in New Guinea (1979), stressed recognition of the

worth of traditions of art different from our own, to perceive in an apparent distor
of reality the expression of a valid and interesting idea, of a formal and forceful
design (Firth 9-14).
11

It is clear from the above that both the appreciation of "primitive" art by western

artists and scholars, and its influence was built on the basis of aesthetic examinati
of "style". Goldwater believed that

"Primitive" art only served as a kind of stimulating focus, a catalytic which,
though not in itself used or borrowed from, still helped the artists to formulate
their own aims because they could attribute to it the qualities they themselves
sought to attain. (Connelly 2-3)

This view, that western artists mirrored their own needs in the study of 'primitive'
was upheld by the evidence of eighteenth and nineteenth century scholars and artists
that included "voyage accounts, ethnographic studies, art criticism, and popular
literature"(55); and this as Connelly in The Sleep of Reason maintains is proof
enough to support Goldwater's thesis. Therefore, in the works of the modern

primitives their purpose was to search for the characteristics of the sense of beauty

"primitiveness" and an "area of aesthetics" not yet discovered in the west but able t
be absorbed into new western artforms (Goldwater 253).

Scholars (such as Lewis and Gerbrands) in the twentieth century have employed style
as the main distinction between the primitive and the civilized, and have used the
history of style, as the main aspect of art history. Style, they thought, caused the

dispersion of and differences in cultures. The so-called "primitive" art of Africa ha
an immense impact on western art at the end of the nineteenth century. Regardless

of whether this was beneficial on harmful, it is likely that when Europeans look at a

influenced by the "primitive" style they will still find it difficult not to treat it
12
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differently from western art standards. Based o n the influence of "primitive art" at
the beginning of the twentieth century western art, John Golding in 1981 said, 'to
modern art, African art is just like a fuse, which leads to an explosion of new ideas'
(Golding 52-53).

When the possible fusion of art styles, such as Primitivism and modern western art is
discussed there is great difficulty in describing the style produced. I considered that
when scholars throw away the emotion of history and a sense of superiority of race to
look at the meaning behind the "primitive", only then will primitivism and
"primitive" art have new definitions. Charles Wentinck described this new
definition in 1979 in his book Modern and Primitive Art, "Primitivism". He maintains
that the attitude and style of art creation are characteristics of "primitiveness".
However, it is not fixed on nor represents any special era or school of thought in art
history and therefore it is difficult to define an arbitrary characteristic. By a
combined examination of the modern art of the twentieth century, "primitive" art of
the tribal society (past and present), folk art, children's art, naive art or art of the
psychologically disordered patients, it is possible to describe this kind of
characteristic (Wentinck 22). In this view, Primitivism refers to an art "style", and
also to the "attitude" towards art creation.

Goldwater pointed out that the word Primitivism stems from two concepts —
archaism and romanticism3; in general, "both of them are attempts to infuse new life

Goldwater pointed out the word 'archaism' (which is found in the Nazarene and Pre-Raphaeli
movements) is similar to Primitivism in that it goes back to the beginning for its inspiration. Goldwater
believes in the greatness of earlier period and the wisdom from the ancestors. 'Romanticism' has an
anti-intellectual attitude and strong desire for emotion, it characteristically takes its inspiration from
works belong to culture (or directivefromcultures which it consider as other than itself) of an
historical, geographical or literary distance productive of an emotional distance and which provide
anecdotal subject matter or new formal experiences susceptible of intense emotional concentration and

13

into art by breaking away from the current and accepted formulas; and both try to
renew the essence of art in different direction, as does Primitivism" (262).

In his book of Primitivism in Modern Art Goldwater gave a detailed analysis of the
relationship between the style of the creative work of modern western art and the

traditional tribal "primitive" art. His view of the creative work of "Primitivism" in

western art can be briefly divided info four types: "romantic primitivism"; "emotiona
primitivism", "intellectual primitivism" and "primitivism of the subconscious"
(Goldwater 259-261).

According to both Wentinck and Goldwater Primitivism is mainly an emphasis on

certain similarities of style and attitude of art creation; and these two elements, i

view, rather than any of the other elements of Primitivism, is the common basis of th
"primitiveness". These two scholars agree Primitivism also has a psychological base.
They have claimed that because of this psychological basis all the works have a
similar appearance or "primitive" style (22). Goldwater also recognizes that
"Primitivism" has elements of the romantic, the emotional and the subconscious.

In summary, the concept of "Primitive" art in the theories of Lewis and Gerbrands
before the 1970s, focused on the art forms from non-westem culture, such as African,

Oceanic or Australian art; and in their opinion "Primitive" art possessed vitality an
naivety in western countries in traditional contexts. Their theories demonstrate a
unquestioned Eurocentric viewpoint whereas, the term "Primitivism" in the theories
of Rhodes, McEvilley, Goldwater and especially Wentick after 1970, reflects a more
contemporary point of view. For Wentick, Primitivism embodies both a particular
assimilation (Goldwater 263).
14

psychological attitude and a specific style of art creation in order to show the typical
characteristics of "primitiveness". This is reflected in the work of western artists
as Picasso and Nolde where the concept of Primitivism became more developed in
both style and emotional expressiveness after viewing African forms. Wentick's
theory does not undervalue the position of "primitive" art but places it on equal
footing with western art. It is this double concept of both style and a psychological
orientation that I am going to explore in later chapters of this thesis.

THE INVENTION OF THE "PRIMITIVE"

1. THE INFLUENCE OF COLONIALISM

There was much discussion about the "discovery" of "primitive" art by western artists

at the beginning of the twentieth century; and it is generally accepted that the honor
goes to the Fauve painters, Maurice de Vlaminck and Andre Derain, who first brought
African pieces to Paris early in 1906 (Rhodes 111). Matisse, who had become
interested in West African sculpture after a trip to North Africa in March 1906,
quickly followed them. Their use of primitive art in their work coincided with a
renewed interest in Paris in the later works of Paul Cezanne (1839-1909) with their
emphasis on structure. Therefore, together with Cezanne's work (Fig 1), African
carvings are usually considered in some Modern artists' works such as Henri Matisse
(1869-1954) (Fig 2) and Pablo Picasso (112) as the most important influence behind
their new concern with sculptural effects and colour.

However, the artistic discovery of African art was not a sudden event. There had
15

Fig 1. Paul Cezanne. The detail of The Large Bathers. 1900-6, oil on canvas,
172cm x 196.1cm. (See Rhodes 112)
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Fig 2. Henri Matisse. Dance. 1909, oil on canvas, 172.2cm x 196.1 cm.

been a growing general interest in non-naturalistic art since the middle of the
nineteenth century. An example of this is Paul Gauguin. In any study of the
influences of the primitive on modern painting, Paul Gauguin obviously occupies an
important position. In his work, Merahi Metua No Tehamana (Fig 3), it can see that
there is some "Negro painting" behind the girl; Gauguin is, among, the first to put
images of tribal art into European artwork.

Stokvis, recorded some of events that had happened before the modern art movement
in his article, "The Language of Cobra and Its Sources" in 1997. He maintained that

folk art appreciation paved the way for the understanding of a "primitive" aesthetic.
He said:

In England, the tone was set in the art world by the ideas of Ruskin and Morris.
In Russia, the group known as "The Wanderers" was formed in 1863 to bring
art to the people, while at the beginning of the twentieth century the
overwhelming richness of Russian folk art was to become an important source
of inspiration for many artists of their famous avant-garde (Stokvis 27).

Moreover, in the first years of the twentieth century, a number of large art exhibiti
that lay outside the recognized European tradition were held in Paris6. All of these

helped pave the way for interest in tribal artifacts in the twentieth century (Rhodes
144).

Colonialism is, however, the other important reason that primitive art spread quickl
throughout Europe. Michael Greenhalgh has discussed this point in his book, Art in
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Fig 3. Paul Gauguin. Merahi Metua No Tehamama. 1892, oil on canvas.

Society.

H e demonstrated that the chief source of African artifacts in French

collections were French West African and French Equatorial African, especially the
Ivory Coast and Gabon. Consequently, the African art bought back from these
French colonies during 1906 was rich but limited to the styles of the Coastal areas;
such as the sculpture M'bulu from Gabon (Fig 4). This is clearly revealed in Table 1
and the accompanying map. More precisely, Table 2 shows the political situation of

the colonial powers and the range of French authority in its own colonies; the areas of
colonial power are clearly reflected in the Paris collections during that time. It is

obvious that there are no artifact from the British or German colonies, such as Nigeria
and Kamerun. Considering the extent of French authority during that time, the

majority of tribes represented inhabited areas on the coast or the near hinterland rath
than the inland - for example, the Baga, Dan, Ngere-Wob'e, Agni, Baule, Dahomey
Yoruba and Kongo (Afigbo 424). The artifacts of this period which were best
represented are French West African, "the masks of the Dan and from Negere-Wobe'
of the South-West Ivory Coast and the nudes of the Agni and Baule of the south-east,
the white face masks of Fang, and the Kuta copper-covered m 'bulu funerary figure of
the Gabon". Other influences included artifacts from other small tribes, such as the
Baule and Guro masks; the sculpture of the Cameroons Grasslands, and a variety of
objects from the Congo area (Greenhalgh 107-111).

2. CHARACTERISTICS OF THE PSYCHOLOGICAL ASPCET OF
PRIMITTVISM

The sources of modem western art came through colonial exploration. "Primitive" art
came mainly from the African continent and was narrowly defined as art that had not
6

Such as Islamic art (1904), Japanese art (1905) and ancient Iberian art (1906).
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Fig 4-. Kuta, Mindassa, Gabon. M'bulu, copper and brass reliquary on wood.

been influenced by western art; it w a s the genuine art of the tribes.

Charles

Wentinck (1979), in his book of Modern and Primitive Art, broke down the focus on
culture with his definition of Primitivism, and emphasized that this art had common
characteristics throughout all levels of human creativity. The notion of "Primitive"
art evolved into a wider term now known as Primitivism. This included not only the
former meaning of "Primitive" art from African art but now included all folk art,
children's art, naive art and art of psychologically disordered patients. Consequently,
Wentinck explored the characteristics of Primitivism based on its spiritual aspect and
the influence on western art.

The European scholar Stokvis writing in 1998 offers some support to Wentinck's view
regarding the psychological aspects of human creativity. In his article "The Language
of Cobra and Its Sources" he maintained "the aim of Primitivism was in principle
more psychologically orientated, drawing heavily on the theories and methods of
Sigmund Freud (1856-1939) for inspiration; and artists must be able to combine the
unconscious and the conscious in themselves and unite them in a single whole"
(Stokvis 26). According to Freud, the unconscious is the source of our motivations,
whether they are simple desires for food or sex, neurotic compulsions, or the motives
of an artist or scientist.

Freud, in his book A General Introduction to Psychoanalysis (1968) stated, a large
part of the life of the inner mind of people is submerged under consciousness and the

potential "primitive" instinct is strictly forbidden by civilization. The release of su
instinctive desire that is longed for by the individual will not be able to be obtained

satisfactorily due to the extreme constraints of "civilization". In this respect, peopl
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must open another path to realize their strong desire in the depth of their inner mind
(Freud 242-252).

Freud is not the only person to write on this point. In the same period there were
also Friedrich Wilhelm Nietzsche (1884-1900), Vifredo Pareto (1848-1923) and Henri
Bergson (1859-1941), who all presented doubts on "rationality" and the notion of
"civilization" as emphasized by western society. In his essay on Primitivism of
Modern Art Marvin Perry, wrote the following on his doubts of the above mentioned
non-rationalism7. These scholars questioned the notion that humans were capable of
rational behavior, as was deeply believed by the eighteenth century enlightenment
doctrine. They emphasized the irrational part of the intrinsic nature of humankind, and
believed that the reason why humans were different to all other species was that that
they possessed the contemplative ability to conduct self-criticism and self-constraint.
They recognized that the instincts of animals are also basics for human existence.
To them, human rationality only had a limited power of influence; however, a sudden
powerful urge, energy or instinct could surface and determine behavior of humans
more than would a comparison with logical consciousness (Marvin 449).

The supporters of the irrational, from Freud to Marvin, emphasized that under most
conditions, humans would rely on their senses and instinct more than on rational
contemplation. While Freud and other sociologists separated the relationship between
people and society of the nineteenth century, artists were also attempting to
revolutionize the traditional art forms that had governed European art since the

7

In the nineteenth century, Darwin (Charles R. Darwin 1809-1882) presented the Theory of
describing the struggle for survival amongst living things by the law of natural selection. Darwinism
was born in western society that recognized nature's law of the survival of thefittestand the
elimination of the weakest.
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Renaissance. The Taiwanese scholar Shih Chiao-yun writing in 1990 w h o has written
on the topic of European Modern art, agreed that modernism was an obvious art
revolution; he stated that, "modern art had already been achieved through the
procedure of rebellion and creation.... Artists must detach, break away from, the

restriction of form and the so-called aesthetics view of the governing party at the sam
time" (Shih 229). Shih further emphasized that art is valuable because of a kind of
"awakening" of the senses or "awakening of the real nature" so that he takes the
position of supporting non-rational aspects of art. The "rebellion" in modern art in
fact shows a kind of spirit of "self examination" and is a kind of awakening of the
inner self, a revolution set off by the discoveries of psychiatry by Sigmund Freud and
Carl Jung (230). Therefore, for this study, the art styles of African art, folk art and
children's art, are most important in understanding an instinctive creativity. The
discovery of an individual reality of the self through the influence and appropriation
of these styles has been a very strong catalyst in western art.

THE SOURCES OF PRIMITIVISM

1. THE IDEAS AND STYLES DERIVED FROM AFRICAN CARVING

The Primitivist artists, such as Paul Gauguin and Pablo Picasso, by examining
themselves creatively injected into their work romantic nostalgia for a "primitive"
instinctive and irrational world. This concept led them to take an interest in many
forms of art that had had no connection with western art. Although this attraction to

the "primitive" will be considered in this section, an objective analysis is not possibl
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because the artists did not talk of their motivation.

The artists were filled by a

longing for the original pure state of humankind. This way of thinking encouraged
them to explore many forms of art that did not belong to the western post-Renaissance
tradition, such as the art of African woodcarving. This turning to primitivism was
also aesthetic, as well as romantic in orientation, and developed a special art language
from a primeval form of life (Stokvis 28). Of all the artists in the Primitive
movement of the twentieth century, Picasso was the most successful at combining the
image and spiritual nature of African carving with his own individual style.

The influences of primitive art in modern painting, examined so far, have not been
direct formal borrowings. Gauguin employed subject matter from the South Pacific
and adapted individual figures from Indian art. The German Expressionist Emile
Nolde (1867-1956), was an artist who was influenced by the artworks from
'primitive' cultures, but particularly valued the processes involved in the making of
the artifacts. He wrote in 1914,

Primitive people begin making things with their fingers, with material in their
hands. Their work expresses the pleasure of making. What we enjoy, probably,
is the intense and often grotesque expression of energy, of life. (Rhodes 131)

Consequently, Nolde reflected the view of many artists such as Pablo Picasso
(1881-1973), Henri Matisse (1869-1954) and Wassily Kandinsky (1866-1944) when
he expressed the appreciation of the 'authentic' through an honest and purposeful
process, or activity not driven only by reasoned concepts.

During those years both Picasso and Braque were averse to saying anything about their art
Picasso'sfirststatements were not made until after 1930. Cf. Cahiers d'art, VII, x; and "Letter on
21

However, w h e n the few Gauguin's sculptures depicted in his paintings are excluded,
there was no study of the form and composition of Oceanic or African sculpture
before the twentieth century; moreover none of the artists tried to reproduce its
aesthetic effects. In the twentieth century the German Expressionists Ernst Ludwig
Kirchner, the Blue Rider group and Paul Klee all observed these non-western
art-forms closely, and their approach is examined in the sections below (Children's
Art-Primitive Art from the World of the Sub-Conscious).

The closest approach to African art was found in Picasso's work but the range of
Picasso's experiences with the African style are still a moot point.9 His works do
however, show evidence that he knew the wooden sculptures and artifacts of the Ivory
Coast and the metal-covered grave figures of the Gabun well. Before 1907, his few
paintings, although clearly under some primitive inspiration, gave no evidence of their
stylistic sources. The birth of this style may be seen in the work of The Dancer of
Avignon (Fig 4), or at least its two right-hand figures, and even more so in the studies
connected with it and a group of related paintings of 1907. All the sources
emphasise his familiarity with at least two African styles: the Ivory Coast, especially
Dan masks, and the copper-covered guardian figures of the Bakota tribe of the Gabun
(Goldwater 147). However, in 1906, James Johnson Sweeney pointed out, "it is
from at least one of them that the facial features of the three left-hand figures in the
Demoiselles dAvignon are adapted"(Daix 63-68). The lozenge-shaped eye, with
the heavily circumscribed lids and large dark eyes, is a particular style, as in the

Art." The art, Feb., 1930, No.2, pp.3-5.
9
Picasso himself (July, 1936) furnished only the most vague indications on the subject. Andre
Salmon (Burlington Magazine, CCII, April 1920), pp. 164-171, says Picasso collected Negro masks as
early as 1906.
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emphasis on the flat plane of the long straight nose.

M a n y of the characteristics of

the art of Gabun are present in Picasso's painting.

Picasso was not the first who thought of renewing painting by delving into primitive

art but in my study of the sources he was certainly the first to formulate the problem
in technical and aesthetic terms. From Gauguin to Henri Matisse (1869-1954), Paul
Klee and Wassily Kandinsky (1866-1944), despite different aims and methods were
all in essence looking to the primitives for the same things: sanity, spontaneity,
simplicity, freshness and ingenuousness (Colin 18).

However, Picasso's achievement was to look to the "primitives" to learn the lesson for
modernity. From my viewpoint, he is the most successful of the modern artists, who
combined primitive art with his idea of what was modernity. For example, in the
Nude with Raised Arms (The Dancer ofAvignon)(¥ig 5), there is obvious evidence in
composition of parallels with the African sources—Kuta.10(Fig 6) The m 'bulu has a
wooden armature in the form of an open diamond, surrounded by a geometric neck, a

flat oval face with ears like a triptych, and a half circle head-dress, the whole enca
in chest, or a combination of sheets and strips of cooper. Picasso has introduced
African elements into his dancer and the ears and head-address of the m 'bulu have
given him the idea of the dancer raising her arms, behind her head, and surrounding
her face. All of these remind us of the characteristic head of a m 'bulu image. The

bent right leg, with foot pushing against the left calf, approximates the angularity o
the extremities; and the deliberately coarse and uneven modeling of eye and nose
parallels the roughened surface of the metal. Similarly, the coarse texture and

10

Kuta is one of the tribes that was located in the French Western Africa. Refer from Chapter I—
"The Invention of Primitivism".
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Fig 5". Pablo Picasso. The Dancer of Avignon (Nude with Raised Arms). 1907, oil on
canvas, 150cm x 100cm.

Fig 6. Pablo Picasso. Demoiselles d'Avignon. 1907, oil on canvas, 245cm x 235cm.

scratched modeling in the African work can be seen in Picasso's work (Alfred 30).

Goldwater argued in Primitivism in Modern Art that there were great differences in
the inner expression in Nude with Raised Arms and the African piece. He describes

the art of Kuta as being "static, heretical, impersonal" but Picasso's painting is "all
movement and violence; its intensity is of an entirely different order." (Goldwater
150). There is not only the structure of image, but also the new emotional tone that
is recognized by Picasso. The emotion suggests that Picasso's intention was the
recognition and utilization of the formal solutions he found in African art, and the
romantic feeling for the savagery felt in the work. The "primitive" also played an
important role in the attraction it had for him; and that savage feeling was an element
of the form, because "he really found in it a parallel to his tendency at this time to
summarize the essential of the primitive" (Goldwater 152,154). The image which
inspired him also included the concept of the primitive which can be analyzed into its
simplified and geometric forms, rhythmically static composition, and an inner conflict
and thought pattern. Furthermore, Picasso read into African sculpture precisely
those expressive qualities that he wished to achieve in his own work. He said,

Men had made those masks and the objects for a sacred purpose, a magic
purpose, as a kind of mediation between themselves and the unknown hostile
forces that surrounded them, in order to overcome their fear and horror by
giving it a form and an image, at the moment realized that this was what
painting was all about. Painting isn't an aesthetic operation; it's a form of
magic designed as mediation between this strange, hostile world and us, a way
of seizing power by giving form to our terror as well as our desire. When I
came to that realization, I knew I had found my way (Rhodes 116).
24

Picasso attempted to use what he saw as the power of "primitive" forms to embody
ideas different from the conventional western symbolism of his own work at that time.
So that in this period of modern art, Picasso was a pioneer in using the "primitive"
style. He combined the images of African carving with his work and also spurred on
other Europeans artists to examine and accept the images of an alien art at a time
when they were still fixated in their European heritage. Picasso recognized the
values of the New World art and African carving the "primitiveness" of "visibility"
which induces the "internal reality" of "invisibility" in his search for Inithfulness.

2. THE "PRIMITIVE" D3EA FROM OTHER SOURCES: SCANDINAVIAN
AND OCEANIC FOLK ART

In the beginning of the twentieth century, western artists increasingly believed that
subject of a painting could be found around them, in their own contemporary world11.
They also found a great enthusiasm for the peasant or folk art of Europe.
Characterised by unchanging patterns of material and style, folk art was usually
associated in Europe with regional centers and non-literate communities, where art
had a narrative and religious function, using brilliant colour and two-dimensional
pattern. Folk or naive art became closely associated with non-westem 'primitive' art
during the first half of the twentieth century in the work of artists such as Wassily
Kandinsky. For the first time the Parisian art world of the late nineteenth and early

11

For example, "in Germany the first kinds of tribal sculpture that modern artists turned to around
1909 were probably from Oceania rather than Africa. The reason for this lies partly in the strong
decorative interests,...notable Ernst Ludwig Kirchner and Emil Nolde which often let him to seek out
"primitive" forms that emphasized surface pattern rather than volumetry."(Colin 124)
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twentieth centuries recognized that there were m a n y artists, most of them untrained,
such as Henri Rousseau (1844-1910), who created their own powerful forms of
expression, called 'naive', from the intuitive concept of painting or of sculpting.

This naivety can be seen in their inability to apply any academic rules to their paint
The same freedom of choice of painting and colour was also used in Scandinavian
folk art (Strokvis 16-24).

Scandinavian folk art was the other major source of inspiration for the Primitivists.

For example, folk art was still encountered there in traditional practices, "such as th
dance around the Christmas tree and wood carving like the so-call 'manglebredef
(Ironing boards)". Strokvis notes that an article published by the Danish
archaeologist H. Rasmussen, was entirely devoted to folk art.

Primitivist artists observed Oceanic art and collected the symbols (even those of
music) from folk art. They decided that the themes of art should not be limited by

tradition, such as historical paintings, biblical themes, mythological stories, portrai
still life, landscapes and the scenes of everyday life (Strokvis 24).

Artists found that, by using the culture of the outsider (31), they were better able to
express their inner emotions. The pictures that they composed with images and colors
were not in mimesis of the observable world but an act of spontaneous creation.

In 1966, the American art historian, Donald Gordon, published drawings by Ernst
Ludwig Kirchner that are obviously copies of Ajanta originals and this is showed in
his painting Five Bathers by a Lake (Fig 7) which is closely related to a group of

26

Fig 7. Ernst Ludwing Kirchner. Five Bather by a Lake. 1911, oil on canvas,
105.5cm x 200cm.

figures in Ajanta Cave II (Fig 8) (Rhodes 125). Ajantan art of South India w a s part of
a highly sophisticated Buddhist culture which was revealed to the west at this time.
Kirchner forms a link between the prehistoric past and the path of the present. The
Primitivists were convinced that they could find freedom in all forms of non-Western
art -including so-called "primitive" art - and in the various forms of folk art. They
then tried to reach from deep within themselves that stage of consciousness or mental
condition which they considered to have motivated the creators of the art they
admired. (Stokvis 36)

3. CHILDREN'S ART —"PRIMITIVE'' ART FROM THE WORLD OF
SUB-CONSCIOUS

Psychological theory developed rapidly in the twentieth century and its practitioners
noticed that the art of children, primitives, and the mentally ill all displayed great
similarities. This was stated in L'ART chez les Fous (Art of the Mentally Deranged),
which was published in Paris in 1970. The author is Marcel Reja, a psychiatrist and
art critic who devoted himself to the art of the mentally ill. In the mid-nineteenth
century, particularly in educational circles, there was an interest in children's art
which was seen as "primitive" art from the world of the sub-conscious (see Glossary).
Gauguin, the great nineteenth century pioneer of Primitivism had already claimed to
be influenced by his childhood experiences but it was not until the rise of German
Expressionism13, represented by Ernst Ludwig Kirchner (1880-1938), Emil Nolde and

^ A person who is not accepted as a member of a particular social group.
13
An artistic and literary movement originating in German at the beginning of the twentieth century,
which sought to express emotions rather than to represent external reality: characterized by the use of
symbolism and of exaggeration and distortion.
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Fig 8. Five Figures. Ajanta wall painting, cave II. B C - A D 7th century. 243.8cm x
274.3cm.

Blue Rider group that children's drawings were openly cited as source of inspiration
(Xia 40). It was discovered that talented children created highly original
compositions and powerful symbols in their painting. This gave rise to a new
evaluation of children's art, in which educators and psychologists as well as artists
were beginning to take an interest; such artists included Wassily Kandinsky

(1866-1944), who admired the art of the child, for he saw that intuitive expression of

the interior essence of things which he found the chief attributes of child art. As he
stated,

There is an enormous unconscious power in the child that expressed itself (in his
drawings) and that raises his work to the level of adults' work - sometimes even
higher! (Rhodes 56-59)

However, none of the works examined before Paul Klee (1879-1940) (Fig 9), a
member of the Blue Rider group, show any influence of children's method of
representing their thoughts and their experiences; but with Paul Klee, we see the use
of children's art as a predominant influence. When he set forth his position on this

question - the contribution of children and the mentally ill to the creation of Modern
Art - in the first Blue Rider exhibition in 1912, an article in Munich for a Swiss
newspaper said,

These [Blue Rider pictures] are primitive beginnings in art, such as one
usually finds in ethnographic collections, or at home in one's nursery. Do
not laugh, reader! Children also have artistic ability and there is virtue in
their having it! The more helpless they are the more instructive are the
examples they furnish us; and they must be preserved free from corruption at
28
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Fig 9. Paul Klee. Arrival of the Circus. 1926, oil on canvas, 22cm x 23.6cm.

an early age. Parallel phenomena are provided by the work of the mentally
diseased; neither childish behavior nor madness are insulting words here, as
they commonly are. All this is to be taken seriously, more seriously than all
the public galleries, when it comes to reforming today's art (Rhodes 56).

The revolution that Klee had in mind was a recapturing of innocence; this did not
come from the emotions of the Romantics but went much deeper and contained
mystical overtones. This idea became something of a touchstone for many

progressive artists until well after the mid twentieth century, as was evidenced in t
works of Klee in the 1920s and 1930s and in others, such as Jean Dubuffet; other
artists, such as Raoal Dufy (1877-1953), Marc Chagall (1887-1985), Lyonel Feininger
(1871-1956), Pablo Picasso, and especially Jean Dubuffet (1901-1985), were also
influenced by children's drawings. In researching the modern primitives, the
purpose here is not to determine whether, in any absolute sense, such art is totally
primitive (it is obviously not truly childlike) but to try to explore just what its

characteristics are and what their relationship is to each other, and to the assumedly
"primitive" art from which they borrow. In Dubuffet's work; the purpose is, not to
simply recreate children's art. This was never the intention of the Primitivists.
Dubuffet said that he wished "to carry the human image.. .immediately into the range
of effectiveness without passing through esthetics"(Selz 60). He also points out
when discussing his works of 1924-44:

I think I might say that these paintings aim at showing human emotion, man's
particular ways (innocent like the ways of children when they draw), of
transcribing the sights spread out before his eyes, and the complete harmony of
man's nature, his life, and his condition with these sights, but also the painter's
29

very positive intervention...(Selz 68,70).

In m y o w n work, the artists that have been most influential from this group are Klee
and Dubuffet. For example, in my 1999 painting My House (Fig 10), I employed the
rough, coarse texture that Dubuffet had developed, which involves scratching a
drawing into a fairly thick substratum of painting mixed with other materials. This
gives the work the character of children's drawings scratched on a wall. Dubuffet
hoped, by this means, to evoke and record some underlying truth which traditional
vision and aesthetic skill ignored (Fig 11). About one hundred years ago, Baudelaire
wrote his famous definition of genius:

Genius is nothing more nor less than childhood recovered at will—a childhood
now equipped for self-expression with manhood's capacities and a power of
analysis which enables it to order the mass of raw material which it has
involuntarily accumulated (Goldwater 213).

Both Klee and Dubuffet, found inspiration for their work in the art of children and ar
good examples of what Baudelaire had in mind in his wish to escape from the

conventional to recover the freshness of sensation and feeling which belongs to youth
(Goldwater 214). The creations of Klee and Dubuffet do not really match those of
children's art. They are nevertheless reminiscent of the latter and not just
deliberately so. It is a conscious amalgamation, of Primitivism and the traditional
western aesthetic and its evocation of the inner voice to explain the human condition
that distinguishes the twentieth century.

This can also be found in the work of the mentally ill, whose images also relate to
30

Fig 10. San, Wai-ming. My House. 1999, oil and impasto medium on canvas,
103cm x 134.75cm.

Fig 11. Jean Dubuffet. Dhodel nuance' d'abricot. 1947, oil and mix-medium, 116cm
x 89cm.

Primitivism. For example, in 1947, Karel Appel 1 4 (Fig 12) saw a painting exhibition
by the mentally ill in the Sainte-Anne Mental Institution. After two years, Anton

Rooskens (Fig 13) also visited a later exhibition at this institution, which presented
the works of patients dating back to 1946. Both Appel and Rooskens proceeded to
emulate stages of the mentally ill in their own drawings. In another case, during the
Second World War, a French member of Cobra, Jean-Michel Atlan, pretended to be
mad in order to avoid the war and spent a pleasant time in a mental institution. It
was a special experience for him to be able to paint among the mentally ill. It is
difficult to say how much artists in the "primitive" movement were influenced by the

work of the mentally ill but some elements of horror, which were characteristic of the
compositions of the mentally ill are also included in their works. One example of
this is Heerup Henry's sculpture work16(Fig 14). " He sculptured by drawing out of

the material which was already in it. This is also a characteristic of sculpture by th

mentally ill" (Strokvis 31). For Primitivist artists, "a painting is not a constructio

of colors and lines, but an animal, a night, a scream, a person, or all of that togethe
(32).

The most valuable aspect, in children's drawings and the work by the mentally

disturbed, are the feeling and intuition that can represent naivety with deep emotion.
Shih Chial-yiu also once said, "we must go back to the 'primitive' origins of

'humanity' in order to have a better understanding of the root of the entire civilizat
of humaiikind"(Shih 35). This idea had a strong influence in the development of

14

Karel Appel was born in Amsterdam in 1912. His first solo exhibition was in Groningen in 1946.
Faithful to the spirit of C O B R A , he has produced many "collaborative" works.
15
Anton Rooslkens was born in Griendsveen in 1906. H e died in 1976. One of the members of
Cobra. H e had not had any teaching or apprenticeship, nor any academic background in his
creation.
16
Heerup Henry was born in Frederiksberg in 1907. From 1927 to 1932, Herrup studied painting at
the Copenhagen Academy, and also attended classes in sculpture for a while.
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Fig 12. Karel Appel. Questioning Child. 1950, oil on canvas, 92cm x 62cm.

Fig 13. Anton Rooskens. New Reality. 1948, oil on canvas, 92cm x 62cm.

Fig 14. Henri Heerup. Blue Man. 1942, Painted stone, high 65cm.

Taiwanese art.

In this chapter, I have defined "Primitive" art and Primitivism. The meaning of
"Primitive" art was taken to be the art of "primitive" society; such as the art that
existed in African, Australia Aborigines and the Pacific Islander area, as well as North
American, Asia and Indonesia. This was essentially a Eurocentric viewpoint which

categorized primitive cultures as inferior in the hierarchy of civilization, which is why
we use inverted commas in referring to 'primitive' art.

Primitivism embodies the attitude and style of art characteristic of "primitive" society,

and includes aspects of folk art, children's art, or art of the psychologically disordere
patients. It is reflected in the work of western artists such as Picasso and Nolde who
considered the concept of Primitivism as a vital continuing derivation of the
"primitive" art they had seen exhibited from Africa or Oceania. Contemporary
Primitivism could include revolutionary insights, through form and innovative
approaches for the twentieth century. I have identified that Wentick's theory does not
undervalue the position of "primitive" art but places it on equal footing with western
art.

I have reviewed the history and development of the influence of "primitive" art, and
demonstrated that western artists around the end of the nineteenth century had been
strongly influenced by tribal art in their art style and characteristics. I have
documented the ideas of the western scholar Charles Wentinck who broke down the
culture barrier, and emphasized that Primitivism had two primary aspects, a
psychological attitude and a range of stylistic attributes. I have further demonstrated
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the link between psychological theories of art and primitivism.

Finally, I have mentioned the sources of Primitivism; such as the art ideas and style
derived from Africa, Scandinavia, Oceanic folk art, and children's art. I have
identified that it was African or Oceanic art that were the main focus of attention and
provided the main influence on conventional western art, and this was embodied in
the works of Pablo Picasso and Ernst Ludwig Kirchner amongst others. The part of
children's art that psychologists were interested in was the world of sub-conscious.
Scholars and artists discovered that children created highly original compositions and

powerful symbols in their painting. This gave rise to a new evaluation of children's art
in which educators and psychologists as well as artists, such as Wassily Kandinsky, or
Paul Klee were beginning to take an interest.

In conclusion, from my point of view, the most important aspect in the course of the
creation of a work is the tracing back to the initial language of creative feeling. For
the artist who embraces Primitivism this carries the notion of a strong and direct
expression of the common human senses and is a window through which one can
discern the true feeling of the making of art. Therefore, Primitivism is not just the

goal of an artist, instead it is the medium in which to fight against inflexible rules a
conventional thinking in art. It enables me to understand that there are different
approaches to the creation of artworks that possess a more penetrative power than the
rational analysis of art theory; and contemporary artists such as Picasso, demonstrate
how Primitivism has inspired them.

In Asia there were similar revolutions going on in the re-thinking of contemporary art.
With the rise of the artist Hung Tung (1920-1987) the Taiwan art world in the 1980s
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realized that Taiwanese folk art could be an important source of innovation. The
Taiwanese artist and anthropologist Liu Chi-wai (1912-2001 )(see Chapter Three)
recognized that traditional art in Taiwan, of both Chinese and Aboriginal origin both

possess the characteristics of "primitive art" and also belong to folk art (see Glossary)

In order to further explain these qualities of Primitivism, I will examine Taiwanese
folk art in depth in the next chapter.
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CHAPTER TWO

PRIMITIVISM IN TAIWANESE ART SINCE 1970
— THE FOLK ART OF HUNG TUNG (1920-1987)

This chapter will examine the creativeness of the first Taiwanese Primitivist, Hung
Tung, in order to describe the development of "Primitivism" in Taiwanese art during
the 1970s. Coming from the investigation of western primitivism in Chapter One the
study of Hung Tung (born Tainan 1920) can cast an interesting light on the
development of Taiwanese art, both through his distinctive style and intuitive
non-intellectual approach. It was because of the revolutionary ideas of western
modernism and primitivism that Hung Tung's relationship both to Taiwanese folk art

and to the art of children was recognized as being a vital factor in new Taiwanese art.
First, I will compare Hung Tung's work with the characteristics of Taiwanese folk art.
And then analyse his compositional elements through the psychology of children's
painting. The discussion is in response to the theoretical points raised by Robert
Goldwater and Charles Wentinck (Chapter One) that the style of "Primitivism" comes
from an unconscious layer in the minds of human beings, as a latent psychology
below the conscious intellect.
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FOUR STAGES OF DEVELOPMENT OF TAIWANESE ART
The art of Taiwan in the 1950s was deeply influenced by the Impressionism of
Japanese and European trends. Subsequently, although neo-Realism and Abstract
Expressionism in the west also influenced Taiwan, yet this influence was mostly only
imitation. There was little evidence of any real understanding of the formative
elements of these western styles. As Ni Chai-hsin the art historian, has succinctly
stated in his book Humanistic observation of Taiwanese Art the development of
Taiwanese art after the Second World War can be described in four stages.

1. TAIWANESE ART AFTER THE SECOND WORLD WAR (1948-1960)

Before the Second World War, Taiwan was governed by Japan for nearly sixty years
and Taiwanese art was deeply influenced by Japanese art. For example, Japanese art
was very influenced by western Impressionism, which it interpreted in a distinctively
Japanese way, which was then reinterpreted by the Taiwanese. However, following
the relocation of the National Party Government to Taiwan in 1949 after the war,

Taiwanese art was progressively influenced by the culture of China rather than that of
Japan (Ni 151).

2. INVASION OF AMERICAN CULTURE (1960-1969)

Due to the antagonistic relationship between the National Party Government and
communist China and the economic support of Taiwan by America during this period,
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Taiwanese art progressively detached itself from the culture of China; and turned
towards America. From this time, Abstract Expressionism brimmed over into the
Taiwanese art arena.

3. TAIWANESE ART AS A REGIONAL ART FORM (1970-1979)

To Taiwan, the beginning of the 1970s was an era of immense change. In foreign
affairs, American policy turned towards Mainland China and Taiwan was being
alienated. As a result, Taiwan was forced to retreat from the United Nations. In its
internal administration, the political sensitivity between the two Chinas progressively
stabilized. During this period there was an uneven distribution of wealth under the
facade of economic prosperity that resulted in a growing crisis in Taiwan.
Intellectuals initiated the trend to reform, spurred on by magazines, newspapers and
literary publications that called upon young scholars and cultural workers to help the
people understand the democratic potential of a society influenced by increasing
international trade. The long term trend to follow the western current of art met with
an overall doubt and people started to contemplate their own environment and culture.
With a convergence of power from many directions art was transformed into a local
cultural movement. On one hand, this movement explored and expressed the problem
of localization and, on the other hand, it spread a criticism of the blind following
previously given to western ideas (Ni 161).

Unlike western artists, Taiwanese artists started to be influenced by local folk art, fo
example in Taiwanese temples, rather than borrowing from Africa or Oceania, as had
been common in early twentieth century European art (see Chapter One). Taiwanese
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Aboriginal art received attention from contemporary artists only after the 1980s.
The spirit of Taiwanese art at this stage in the 1970s rebelled against Western art of
the nineteenth century, and searched for material in folk art. Hung Tung, who is to
be discussed in this chapter, was the first Primitivist, an individual outside the
mainstream of urban art, who was discovered by the Taiwanese art world in this
period. The work of Hung Tung was adopted as the cover of the book Popularity of
Taiwanese Art of Forty Years written in 1987 by Lin Hsing-yueh of the Taipei
University of Art, and that was sufficient to prove the status of Hung Tung in
Taiwanese art history (Fig 15).

4. DIVERSIFICATION OF TAIWANESE ART (1980-)

In the 1980s, the Taiwanese Government liberated the areas of politics, economy and
culture on a large scale, so that free speech was possible. Taiwanese Aboriginal art,

that originally had not been treated seriously, won appreciation from artists after 198
Artists from many different backgrounds brought into full play all kinds of art,
upsetting former hierarchies, and this was a most prosperous time for Taiwanese art
(Ni 161).
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Fig 15. The work of Hung Tung was adopted as the cover of the book Popularity of
Taiwanese Art of Forty Years written by Professor Lin Hsing-yueh of Taipei
University of Art. 1987.

BACKGROUND OF THE BIRTH OF TAIWANESE FOLK ART
AND ITS CHARACTERISTICS

The origin of Taiwanese folk art is traced back to the eighteenth century, when large
numbers of Chinese people went to Taiwan to farm. Taiwanese Aboriginal art was
not involved in the close relationship between Taiwanese folk art and Chinese folk art
(especially from south China). There was a close connection through religious
forms, such as the architecture and interior and external decoration of the Taiwanese
temple which all came from the culture of the Han people of China. The techniques
based on Chinese folk art had been transferred to Taiwan for more than the last two
hundred years (Chuang, Po-he 75). Although the architecture of all the present
temples and interior carvings had gone through changes in the past two hundred years,
their basic forms had never been changed (Liu Wen-shan. 13).

Taiwanese folk art sprang from the practical needs and experiences of real life among
the ordinary people. It has emerged over the generations from the artistic creativity
of the people. All their artifacts tend to share the following characteristics, as
outlined in the study of folk art by Kao, Pin-li in 1987:

1. They are genuinely popular items intended to serve a practical purpose.
2. They represent traditional handicrafts handed down over the generations.
3. They are simple, homely and unpretentious in style, fully reflecting the simplicity
of an agrarian society.
4. They are the work of anonymous craftsmen of limited education but richly
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endowed with experiences of life and technical skills (Kao ll) 17 .

A BRIEF INTRODUCTION TO HUNG TUNG
Hung Tung was born in Pei Mun Hsiang, Tainan Hsien, Taiwan in 1920. The land
was poor in this area but the incense offering at the local Five King Temple was
thriving. Therefore, the beliefs of Taoism and temples art had a great influence on
the lives of the local people and was a part of their daily lives. Although Hung Tung
was illiterate he absorbed a rich local cultural education from the environment in
which he grew up. In 1972, Hung Tung presented his first personal exhibition. His
works in watercolors, sketches and oil paintings had fine and complex lines but these
creative forms were not realistic drawings; instead they were mostly an image of his
state of mind. The material employed in his works illustrated that he was intensely
affected by the image of folk art. The main interest that the painting of Hung Tung
generated in the contemporary art arena was that he "blended his own painting
creation with folk temple art; although he acquired the material from the environment
he was living in, yet he presented his own fantasy world" (Lu Jung-chi 16). This
became the beginning of the creative works of Taiwanese local artists based on the
self-examination of the esthetics of folk art and Primitivism. From Hung Tung's
creative drawings, viewers can clearly understand the relationship between the village
its environment, folklore and folk art. It demonstrates the kind of direct and pure
self-examination that formed the important characteristics of his works.

17

The characteristics of Taiwanese Aboriginal art are in chapter three of this thesis.
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SOURCE OF HUNG TUNG'S ART
H u n g Tung drew his inspiration from Taiwanese temple art and puppet shows and he

applied these to his paintings. He blended his feelings for folk art that surrounded his

life in his works, and thereby became the representative artist in this area in the 70s.
It is difficult for us to classify the specific styles of Taiwanese folk art which was
most influenced him. Frequently it was a mixture of their characteristics that formed
his personal special style (Ho Hung Tung Painting and Sketch Collection 2).

The contents of Taiwanese folk art were extremely complex and possessed a broad,
close relationship with distinguished ancestors both in the home and in the temple.
The rich narrative content of temple art stood in place of a written literature for
village people. As time passed the relationship between folk art and Taiwanese
people changed, yet it still maintained an excellent interaction with people through
temple art and puppet shows. The existence of this rich and colorful folk art became
the source of the creative inspiration of contemporary artists, such as Ling Yuan
(1913-1991) (Fig 16) and Wu-Li Yu-Ge (1901-1991)(Fig 17). The important
contemporary artist investigated in this study, Liu Chi -wai, has written extensively
on this subject in his book The Art and Culture of the Taiwanese Aboriginal. 1993.

1. TEMPLE ART - PAINTING AND SCULPTURE

From about 1800, folk belief in Taiwan had developed through the traditional
livelihoods, such as woodcarvers and carpenters, painters and plasterers. Due to the
41

Fig 16. Ling Yuan. Untitled. 1990, house paint on paper, 90cm x 74cm.
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Fig 17. Wu-Li Yu-Ge. Temple. 1980, watercolor onricepaper, 61cm x 91cm.

effect of its geographical environment, the scale of Taiwanese temples was not as
magnificent and large as in Mainland China, but the exquisite details of its
architecture and colored decorations almost filled every corner inside and outside the
temple with subtle works of craft. Amongst these works the most significant were
colored paintings and carving. On one hand such buildings formed a psychological
background for the worship of gods, and on the other hand temples became centers of
community activity within the area. They were also the location for solution of
disputes, and were the center of social life. As a result, an important function of
ancient temples was to serve as the place for the containment of folk art. In this

regard, temple art naturally blended itself in with the life of the people and became th
source for artists when they wanted to find inspiration. An example of such a temple
in Tainan is shown in Fig 18 (Liu Wen-shan 119).

Regardless of whether it consisted of stone carving, wood carving, clay relief plaques,

painting, colored decoration, art in the temples could reveal all the regional folk styl
of Taiwan that manifested the concepts at the heart of the people's life; "and its art
techniques and concept basically express the genuine achievement of Taiwan in art"
(Liu Wen-shan 111). Paintings in Taiwan temples were mostly on doors, windows,
pillars, beams and walls. Apart from being employed as decoration, they also served
as guidance and education in Taoist thought by means of the painting's subjects (Fig
19) which included character story paintings, flower and bird paintings, animal
paintings and landscape paintings. Almost all areas that the Chinese could express
had been found in temple paintings for thousands of years. By contrast, in the Ming
(AD 1386-1644) and Ching (1644-1912) Dynasties from the fourteenth century,

official and educated Chinese art outside of temple art put much attention on 'literati'
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Fig 18. The structure of the outside of a Taiwanese temple in Taiwan,
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Fig 19. Drawings and diagrams inside Taiwanese temple, oil on wood, 95cm xl75cm.

art

(~$CAmt) where the colors were light and classical and brush techniques were

simple and neat, while paintings in Taiwanese temples tended towards brilliancy of
colors and strong contrast in color employment. Colors commonly used in temple
art included bright red, green, yellow, light green and white. These color tones, with
bright red as the principal colour arose from a happy sense of fortune where the
colour red is always seen as propitious in Chinese art. It was believed that god is the
symbol of justice that can drive away evil and can heal sickness. Therefore temples
naturally would have to provide a sense of safety and goodness. The rich colour was
emphasized by the effect of the geographical environment as Taiwan had sunshine all
year round that could fill the inside of these temples with an atmosphere of brilliant
colors (Liu Wen-shan 177-178). As a result, the rich and abundant image and
atmosphere inside these temples, such as the Five King Temple in Tainan mentioned
above, became the source of inspiration for Hung Tung and he applied the knowledge
of the temple paintings in the main examples of his creative work.

Compared with paintings, carvings inside these temples were much more complex in
that there were carved pictures on windows, chairs, tables, beams and stone pillars.
Art craftsmen employed carving knives as paintbrushes and freely carved out their
emotions and thoughts on natural stones and wood as seen in the temple in Tainan
(Fig 26). These complex temple carvings revealed certain fixed characteristics, which
became the source of inspiration for some contemporary artists. These
characteristics were as follows:

(a) In regard to compositional sketches, pictures of carving art in the temple had no

In such works a single artist would compose a poem, paint a picture and inscribe the poe
own calligraphy directly on to the picture space, so as to achieve a balance of the calligraphic and
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definite point of vision. They were shallow reliefs without perspective, images
like children's drawings that were spread out in a chain connection; sometimes the
carving was a combination of a picture generated by the combination of several
pictures.

(b) Carving art emphasizes the relationship between illusion and reality in a three
dimensional space. In a piece of wood, the figure at the front was at the same level
as the figure represented in more distant space and this indicated the illusion of
foreground and background. For example the carved panel in Tainan temple, shows
figures in the foreground, with a pavilion full of spectators in the background, all
represented on the same level of the surface (Fig 20).

(c) The wood carving in these temples had a very strong folk form and beauty of
lines and at the same time the carving had powerful content and images. Although it
might not necessarily be a portrait of reality, yet the carving possessed a symbolic
meaning, as seen on the carved window in Tainan Temple, where the central panel
represents carp, symbols of cosmic forces (Fig 26 A).

(d) The skillful and delicate wood carving made with sharp chisels, made the image
extremely fresh and lively and special attention was paid to the movement and charm
of the figures (Fig 26 B).

(e) Wood carving subjects in the temples were folk stories that were most popular

amongst people because they reflected their life. For example a folk story such as "the
Eight Immortals crossing the sea", each one showing his or her special prowess was

pictorial elements.
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Fig 20. Carved diagrams inside Taiwanese temple, 100cm x 125cm.

especially popular. Therefore, even w h e n the carvings were placed on the sacred altars
of the temples, they still reflected the rich warm-heartedness of the people through
narrative (Liu Wen-shen 157) (Fig 20).

2. FOLK PUPPET SHOW (^fS)

Compared with temple art, the world of puppets was even more attractive in the eyes
of people of all ages. Puppet shows, which were played outside the temple, can be
divided into two different types, glove puppet and shadow puppet shows, but of these
the relationship between glove puppet shows and people were the closer. A glove
puppet show was also called "theatre in the palm" and it was a kind of local drama by
means of performance with a wooden head, hands and feet, which were joined
between by gloves and was operated by the palm and thumb. Originally, this kind of
performance only appeared in southern part of Fukien Province in China but later it
was passed on to Taiwan (Tsai 152). The characters of glove puppet shows were
approximately 20cm in length, so that they just fitted into the palm. In the drama,
the master puppeteers use the generals, ministers and feudal lords already painted on
the temples as their models (A typical plot would be a battle between good and evil,
poor and rich, "Monkey" (H2II2) moral tales, generosity to strangers and
hospitality.). During the performance, the exaggerated poses made them flip and fly,
surpassing reality so that an exciting scene could be produced. Through the
movements of their skillful hands, the characters that were only seen in books or
temples could be put on the stage. The expressions of the puppets were all uniform
but the colors on their faces represented different meanings and with their beautiful
costumes and the lively dubbing of the actor behind the stage, this kind of show had
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the most simple and the most direct expression amongst hundreds of types of shows
(Tsai Shen-cou 153) (Fig 21).

"FOLK ART" OF HUNG TUNG—THE "FORM" OF THE IMAGE

In regard to the relationship between paintings of Hung Tung and folk art, Ho
Ching-kuang in Affirmation of Art of Hung Tung commented that:

The living environment was the major factor that influenced his painting. The
landscape of the South Five Emperors Temple ... the colorful offering
ceremonies of the village folks were all blended in the paintings of Hung Tung
with a high degree of imagination. He employed a skill like weaving silk by
means of the finest and most careful sketching and the picture was full of a
heavy sense of village folklore. In particular through his use of opulent
colors people could feel the kind of friendly, exciting and colorful atmosphere
felt during joyful folk festivals (Ho Ching-kuang 3).

For example, in his work Untitled (I), the particular form of the costumes of his
characters and the assembly of their colors had many similarities with the forms of
Gods inside the temples of Taiwan (Fig 22), The roofs and eaves in Taiwan temples
and even the walls were filled with all types and all kinds of "cut and paste forms".

This "cut and paste forming" utilizes ceramic pieces and cuts them into parts suitable
for use. Normally, it employs colour drawings on ceramic bowls and then these
pieces will be pasted to the shaped form (Liu, Wen-shan 159). Craftsmen utilize the
enamel colour of the ceramic bowl for decoration. Due to the thickness and curve of
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(A)'
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Fig 21. Puppet heads of glove puppet shows of Taiwan (A. Sen Chai fairy head; B.
Flower child fairy head).

Fig 22. Hung Tung. Untitled (1) Date unknown, watercolor, rice paper, 112cm
x 81cm.

the ceramic pieces, not only can colours be beautiful, they can also enrich the form's
thick and solid feeling. Temples in Taiwan, on roof, eaves and walls are full of
various kinds of cut and paste forming. These significant decorations could enhance
the atmosphere with colour and excitement and therefore they became an important
part of temple architecture (Fig 23). These eye-catching decorations caught most
attention on the outer appearance of temple architecture. Although there are no
documentary descriptions of the connections with cut and paste forming, yet based on
the background of Hung Tung, who once held the post of sacred worker in the temple,
it seems likely that he applied a cut and paste approach to his own work. There is
much information on various factors like the influence of the Five Emperors Temple
on his work, which almost proves there was a very close relationship between the
complex and multiple color shape and "cut and paste forming" in the paintings of
Hung Tung. In addition, the phoenix form on the lower left and the front upper part
of the work Untitled (1) (watercolour on rice paper) (Fig 22) was often seen in the
roofs of temples (Fig 24). Furthermore, on the two sides of the upper black face in the
same watercolour there were several small faces that seemed to be related to the
arrangement of gods inside the temple and the puppets of glove puppet shows (Fig
25)(Ho 22-24).

In his essay Outer Intelligent Hand Han Po-te describes the material in the paintings
of Hung Tung acquired from folk puppets:

His painting was full of naive faces and it was evident that those were the faces
of the Chinese and there were some Chinese faces without expressions. However,
they were not the images of real life Chinese as reflected in the mind of Hung
Tung^ they were just puppets images. They were puppets in the glove puppet
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Fig 23. Cut and paste form inside Taiwanese temple. Tainan.

Fig 24. Phoenix form on roofs of Taiwanese temple. Tainan. 177cm x 77.5cm.
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Fig 25. (A) Taiwanese puppet mask. (B) G o d and Buddhist heads in Taiwanese
temple.

show in Taiwan.

They were the groups and crowds in the folk fairy tales,

which appeared on the wall decorations in the Five Emperors Temple and they
were puppets who were vividly represented in Taiwanese opera19 (IRfjflK)These puppets were already an art form and it was a kind of beautifully
decorated and colorful folk art ... the subjects of painting of Hung Tung were the
lives of these puppets in his meditation (Hung Sze-po 8).

Hung Tung's paintings were full of the forms that Chinese people loved, familiar from
ancient traditions in both Mainland China and Taiwan in which flowers, tree branches
and phoenixes dragging their long tails in his paintings, "no matter whether they were
plants or animals", they were not just a world of "lively style" in the minds of
everyday Chinese who loved folkloric forms. In their minds, these were all
transformation of puppets that were being humanized." (Hung 9). In addition, in
regard to the "primitiveness" in the paintings of Hung Tung, Ho Ching-kuang said,

He employed a visual symbol, a line and the hint of colour representing language
to express his feeling and this would satisfy the associated thoughts of the
markings and his state of mind. Also he regarded signatures in the painting as a
kind of marking and state of mind. In his paintings there were many forms that
often returned to their primitive forms (Ho Ching-kuang 3).

Hung Tung searched for the understanding of his own mind through the world of folk
art, its nature and symbolic meaning. He began his search from folk art but he then
integrated it with reality and than went beyond this to fantasy; "at the back it was
19

48

A kind of Taiwan folk opera. Were it differs from a glove puppet show is that it is pe
real people.

hidden with the base level folk thinking of existing cultural level of the people"
(Chuang Pai-he 92).

Art critic Chen Chi-nan once said that "a major part of the reason why the painting of
Hung Tung was deemed as important was because its subjects were mainly acquired
from folk art but the way of expression already surpassed the area of ordinary folk
craftwork art" (Chang Yin 44). The forms of painting of Hung Tung seemed to be
very complex, but one could discover that its basic compositional sketch method still
01

persisted in the "Symmetrical principle"

that was unique in folk art, as Wang,

Ting-mai points out in her discussion of Hung Tung's work. However, into this type
of symmetry he inserted many unbalanced or asymmetrical compositional sketches so
that his works were not formatted like temple diagrams. For example, the functions
of windows in Taiwan temples were partition spaces so that there was a differentiation
between inside and outside. However, considering the carvings on windows,
craftsmen spent all their effort to create many symmetrical diagrams and after a long
time it became an important aspect in temple art (Fig 26A). In Hung Tung's work
Untitled (2) (Fig 27)(Wang 4), he placed a round diagram in the central position like a
window decoration. The lines were progressively extended to the four corners of his
work and he utilized the shape of heads and various types of diagrams to break the
principle of "symmetry". In general, his work adopted inspiration from temple
windows but he could also detach himself from folk art and enter into the inner world
of his creative work (Fig 28).

In the performance of his technique, "it could be said that Hung Tung employed

A kind of aesthetic taste required by paintings of literati.
21
Carved diagrams on windows inside Taiwanese temples are an example (Fig 26).
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(A)

Fig 26. (A) Carved carps on windows inside Taiwanese temples, Tainan, 199cm x
150cm.

Fig 26. (B) The detail of Fig 26 (A): Carved carps on windows.

Fig 27. Hung Tung. Untitled (2). Date unknown, watercolour, rice paper, 79cm
x79cm.

Fig 28. Hung Tung. Untitled (3). Date unknown, watercolour, rice paper, 38cm
x53cm.

"involution" to display his picture and this kind of technique, like the temple windows,
exactly conformed to the uniform nature of "primitive" art (Chang 45). The tradition
of contemporary western art was mostly the search for a complete, integrated and
indivisible picture. However, Hung Tung mostly employed "extension" or
"stacking" methods so that any part of his picture could be a single work, which could
be extended and expanded without limitation. Such characteristics had many
similarities with the characteristics of carved art in temples (Chang 46).

PRESENTATION SKILLS

The art of Hung Tung was nurtured in his rural native land background and the
subjects of his creative work came directly from life. In his essay, Paintings of Hung
Tung Chuang Pai stated that,

1. The fine brush sketches and bright colors of the paintings of Hung Tung possessed
the style of "Elaborate painting"22(^|f). In Taiwariese folk art, regardless of
religious paintings, portrait paintings, woodcarvings and stone carvings all
possessed a common style of elaborate painting. Since the art of Hung Tung was
nurtured in his native soil, although he never received any training as a folk art
painting worker, yet he inherited the style of elaborate folk painting and that was a
intuitive thing. His art was like folk art that had originated from life and a deep
existing cultural level (Fig 29).

22

The elaborate paintings of China had its original historical development and outstanding
achievements. Ever since the substitution by the popular development of literati water ink painting
that became the main stream of orthodox painting, apartfromobtaining a breathing space due to
protectionfromkings in the palaces, elaborate painting could continue to survive only in folk art.
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Fig 29. (A) Chinese traditional elaborate water ink painting.
(B) Taiwanese folk elaborate painting.
(C) Part of Untitled (1).

2. W h e n H u n g Tung worked on his paintings, he always utilized the roller for scroll
compositional sketches of Chinese literati painting23 and then he painted on rice
paper with a brush in the form of plain sketching. In addition, his paintings
adopted the "white retaining"24^) method of Chinese paintings. Added to
his individual drawing symbol for repetitive patterns ("complementary close" and
"chop" are the direct Chinese translations), it was a very peculiar "literati
painting". However, most important was that the speed of painting with his
brush was still a "moderate brush"(X*) that was characteristic of Chinese folk
painting, rather than the rapid brush stroke of 'literati' painting. Of course, a
minority of folk painting was still influenced by the fast speed brushwork of
Chinese water ink painting, but still it was a minority. In brush utilization,
obviously Hung Tung was influenced by folk art (Fig 30) (Chuang Pai-he
Extraordinary Hung Tung In the Art Arena. 35).

PSYCHOLOGICAL

BACKGROUND

OF

HUNG

TUNG'S

CREATIVE WORK

In his essay Affirmation on the art of Hung Tung, Ho Ching-kuang said, "looked at
from many aspects, Hung Tung is an excellent subject for discussing the psychology
of creative work. His presentations have very a close relationship with the
characteristics of children's drawing" (Ho 2). Shuang Tien Ching Chi once said:
23

In such works a single artist would compose a poem, paint a picture and inscribe the poem in his
own calligraphy directly on to the picture space, so as to achieve a balance of the calligra
pictorial elements.
24

The imaginative quality of 'negative' space, which sets off the main compositional elements.
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Fig 30. (A) Quick brush presentation of Chinese traditional water ink painting.
(B) Moderate brush drawing of folk water ink.
(C) Moderate brush trace in painting of Hung Tung .

W h e n w e look at things, w e should not look at them with a direct view like a
camera; instead we should look with the non-conscious feeling from our
combined old experiences. One could immediately acquire this proof by allowing
children to draw a book or cup on the drawing desk. (Shuang Tien Ching Chi 238)

In his articles "Childhood", "Primitive" and "Sub-consciousness", Shih Chiao-yin
gives a more concrete explanation,

"Childhood" is not an inferior level to "adult" level. By the same reasoning,
"Primitive" is also not inferior to "Civilization". On the other hand, instead it is
from this basis of childish consciousness that the sub-conscious of "civilized
people" is generated. Furthermore, the meaning of art is awakening of the
sub-conscious of this kind of "Childhood" or "Primitive" level in the human being
(Shih 159).

From this it can be seen that the performance of "children's drawing" actually has a
very close association with the sub-conscious. This association relate to the
explanation of the connotation of Primitivism (refer to Chapter I of this book) by the
western scholars Robert Goldwater and Charles Wentinck. In order to clarify the
performance of Hung Tung in the area of subconscious, the associations between
Hung Tung and children's drawing is an important area of investigation (See
Appendix I — The Development of Children's Drawing).

52

CONNECTION
BETWEEN
CHILDREN'S DRAWING

PAINTING

STYLE

AND

Suirimarizing Appendix I, in their different four to seven age phases, scholars such as
Herbert Read (1943) and Luquet G. H (1972) have shown how children have specific
characteristics in their art. This was an important discovery in European from 1940s.
In comparing the work of Hung Tung with the various stages of children's art two
main links can be considered.

1. Hung Tung's painting style is quite close to 4-9 year-old children's drawing (see
Appendix I). In the essay on Hung Tung. Ho Chin-kuang said:

When I saw the paintings of Hung Tung for the first time, especially the coloured
paintings on wooden plates, they were very close to children's drawings of the
"Period of local arrangement"... His work demonstrates many viewpoints rather
than traditional perspective, ...and these were all characteristics of the
"Schematic Stage" in children's drawing (Fig 31) (Ho 2).

In addition, art critic Chen Chi-nan said:

The works of Hung Tung are distinctive by comparison to those of other artists.
A bird could be human, and humans were words in his artworks. A head could
be grown on flowers, grasses, trees and woods and it could also be contained in
the body of another person. Fish and tree leaves could grow on the top of the
human head and tears could be transformed into people ... (Chang, Yin 46).
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Fig 31. Hung Tung. Untitled (A). Date unknown, watercolour, rice paper,
159.5cm x 41cm.

According to the sayings of H o and Chen, H u n g Tung's work is quite close to 4-9
year-old children which represent the "Period of Local arrangement" and the
"Schematic Stage". Further analysis conducted on the characteristics of the above
mentioned two periods of children's drawing, emphasises the association between the
works of Hung Tung and children's drawings.

In his essay, "Characteristics of Children Drawings", Chen Hui-tung feels that in the
course of children's drawings, the stage of the 2-9 year olds is the most "attractive"
and can be said to be the representative period of children's drawing. The
characteristics of the paintings of this period are as follows:

(a) Emphasize presentation: Children will draw the part that they feel is most
interesting or the form that is most important to them in an especially large size
and they will just ignore the part that they are not interested in.

(b) Presentation of multiple points of vision: When children are drawing a certain
scenic object most often they will move the angle of their visual line and will present
the object from various directions.

(c) Disorderly scenic object presentation: young children frequently draw things they
think are interesting and various unrelated things in the same picture.

(d) Simulated human performance: When young children draw, most often they draw
•animals, plants and suns similar to human faces.

(e) Extended and expansion presentation: As young children lack spatial
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understanding of space they often draw trees and pedestrians as if they are falling
down and sleeping, and they often draw the eyes of side characters as if seen from the
front.

(f) Transparent presentation: Children often draw objects as a kind of transparent
condition just as X-rays penetrate so that all internal parts of an object can be seen
(Chen, Hui-tung. 21-31).

Therefore, the characteristics in the works of Hung Tung mentioned by Ho and Chen
match with the characteristics of children's drawings mentioned by Chen Hui-tung.
Almost all of the drawing characteristics in the 4—9 year-old period can been seen in
the works of Hung Tung. However, the symbolic presentation in his works is a
mixture between the Schematic Stage of children's drawing periods and the "Period of
local arrangement and Realistic Stage"(Fig 31). From all these studies it is clear that
the works of Hung Tung possess the unconscious performance of "self performance"
and "intuitive thinking" of children's drawings and this is different from the reasoned
flunking of academic artists; Hung Tung's work, his organization pattern and tone has
however an adult maturity and control, as does that of Paul Klee.

2. Hung Tung drew the living environment that he knew of and the Taiwanese folk art
he saw.

In the 1860s, Helmholtz, a German art psychologist, presented his view on children's
drawing, saying that he recognized that "what children draw are not what they know
and not what they see." That is to say, children's drawings are a certain kind of
mental activity of the imagination instead of a problem of the "sense" of looking
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directly at the real world (Arnheim 164). In other words, Helmholtz regarded
children's drawing as having a kind of pure mental meaning. In the pictures, all the
unintentional pen contacts, color usage and content symbolized a kind of feeling. By
contrast, in his book Art and Visual Perception. Rudolf Arnheim in 1976 held the
opposite opinion and he recognized that "children draw what they see". That is to
say in the early stage of human mind development, one of the main characteristics is a
total reliance on sense organs. To the mind of an infant, what is called matter is in
fact the mental meaning or the sense organ experience recognized by Arnheim.
When comparing the above two theories with the work of Hung Tung, it can be seen
that the temple diagrams and character portraits in the works of Hung Tung actually
combined the "mental activity" of Helmhotz and the "experience of sense organs" of
Arnheim. Hung Tung drew the living environment that he knew about and the folk
world that he saw. The painter Chang Chi-ming once said, "The painting of Hung
Tung is the rebirth of the Taiwan folk art after his distillation of the essence of his
native art" (Chang Yin 140). According to Chang, the Taiwan folk art performed in
the paintings of Hung Tung is the experience acquired from the senses, and through
imaginative mental activity. In addition, the art critic Tai Li-chu said, "The subject
matters in the paintings of Hung Tung are acquired from the environment that he lived
in but the paintings present his personal closed fantasy world; therefore his works
belong to the human world but also do not fit the human world; it is a reality and also
a fantasy" (Chang 153). No matter whether childrens' drawing is a kind of
presentation of "knowing" or the reappearance of "seeing", Hung Tung can be said to
blend native folk art into his paintings as children's paintings naturally do.

In fact, in the 70s, Taiwan also had a group of similar painters who employed
Taiwanese folk art as subject matter but what was different from Hung Tung's was
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that they all applied the "realistic painting" skill to record folk art (Fig 32).
Comparatively speaking, Hung Tung can be said to be the first artist in Taiwan who
employed folk art as a basis. He utilized materials and skills that he could obtain
from folk art to present the "reality inside his mind".

Of the "sub-consciousness" that exist in children's drawing, the most valuable are the
thoughts and feeling that can represent naivety but remain genuine. Although at that
time the skill of the creative work was recognized as childish and incomplete, yet it
gave modern painting a great inspiration. Shuang Tien Ching Chi said, "the creative
work with consciousness derives from contemplation and non-conscious creative
work derives from the touch of nature... as when it is replaced by knowledge, art will
become progressively withered" (Shuang Tien Ching Chi 88). Professor Shih
Chiao-yin also said once, "we must go back to the 'primitive' from the 'humanity' in
order to have more understanding of the root of the entire civilization of humankind"
(Shih 35). The influence of the painting art of Hung Tung on Taiwanese
contemporary art, apart from exploring the resources of Taiwanese folk art, can also
serve as the best representation in creative work of the reality of folk art.
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Fig 32. Cherg Chi-keui. Scenery, 1985, watercolour, 55cm x77cm.

CHAPTER THREE

PRIMITIVISM IN TAIWAN SINCE 1980
— LIU CHI-WAI (1913-2002) AND ABORIGINAL ART

This chapter devotes special attention to the development of the phenomena of
Primitivism in Taiwan since 1980. It explores the unique woodcarving figures of
Taiwanese Aboriginal people, such as the Paiwan in east Taiwan. These
woodcarvings influenced Taiwanese Primitivist artists and were the source of their
creation. The first of these Taiwanese artists to be influenced by Aboriginal art was
Liu Chi-wai, who was also an anthropologist. The connection between the works of
Hung Tung in the 1970s and Taiwanese folk temple art was eximed in Chapter Two.
Discussion the connection between African woodcarving and the perspective ideas of

western scholar Charles Wentinck mentioned - the attitude and style of art creation are
characteristics of "primitiveness" - in Chapter One (see page 13). Based on these
discussions, the chapter introduces the woodcarving of Taiwanese Aborigines to
explain their strong influence on my work. Their powerful formal elements allowed
me to develop a personal language of creative feeling.
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TAIWANESE ART AFTER THE 1980S

After the 1980s, the different cultural strands of Taiwanese society moved towards a
diversified development. A flow of new ideas from outside Taiwan, during this
period of increased political openness, emphasized equality in culture and also gave a
new importance to Taiwanese Aboriginal art. The Taiwan contemporary art critic,
Hsieh Li-fa, pointed out:

The three hundred years of art history in Taiwan has been mainly based on the
culture of the Han people. When the values were biased towards a certain arena,
the other arena would lose. Therefore, there should be a set of complete views on
Taiwanese art and the issue of Aboriginal art should be included (Ni 185).

Taiwanese Aboriginal art began to receive major attention by many archeologists and

artists, such as Chen Chi-lu in the 1970s. This developed into a serious interest in th
artistic value of Taiwanese Aboriginal art after the 1980s. In addition, this chapter
explores in depth the paintings by the artist Liu Chi-wai (1912-2002), who was
deeply influenced by the content and style of Taiwanese Aboriginal woodcarving.

HISTORICAL ORIGIN OF TAIWANESE ABORIGINES

The first general research about Taiwanese Aboriginal people was published in The
Study from Savage People in Taiwan written by the Japanese scholar I-nen in 1899.
When this book was republished in 1939, Lu-Ye-Jun-Chun added his additional
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research into the tribal history, language and cultures of the Taiwanese Aboriginal
people (Chen Material Culture of the Formosan Aborigines 33). However, opinions
differ on the origin of Taiwanese Aborigines. In his essay The Prehistoric Southern
Islands and East China Sea Areas (1963) Naoichi Kokubu produces evidence to
confirm the cultural contacts between prehistoric China, and the regions in the East
China Sea area (including Taiwan). For example:

The polished steeped stone adze prevalent in the Taipei basin in northern Taiwan
is considered to be a woodworking implement and is associated in that basin
with polished shouldered axes. The stepped adzes and shouldered axes in
prehistoric Taiwan apparently originated in the prehistoric period of South China
(SolheimII231).

Furthermore, the book China, Korea and Japan by Gina L. Barnes in 1993,
demonstrated that the development of civilization in East Asia occurred one million
years ago, and gives as evidence that similarity of the social, political and
archaeological materials in China, Korea and Japan.

However, the Taiwanese scholar Chen Chi-lu has a different viewpoint. In his book
Research on Taiwanese Aboriginal Culture in 1997, he stated that:

The early stages of the Philippines, East India Islands and Central South
Peninsular still maintained common cultures like bezel nut chewing, sacrificial
offerings, woven colored cotton fabrics, tattoos, bamboo bows, head hunting,
human sacrifice, that were similar to Taiwanese Aboriginal culture. These
South East Asia ancient cultures formed by many cultural characteristics did not
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appear only in South East Asia peninsular and islands; they could also be seen in
the descendants of Pai Yueh people of Mainland China (Fig 33) (Chen Chi-lu
Research on Taiwanese Aboriginal Culture 425).

It is thus argued that the origin of prehistory of the Taiwanese may have been from
China and East China Sea, but equally it is argued that they came from South East
Asia.

THE WOODCARVING AND SOCIETY OF TAIWANESE
ABORIGINES

There are several classifications within this woodcarving tradition, but all of the
following images are taken from the Paiwan of Taidone in east Taiwan. This tribe is
one of several Aboriginal tribal in Taiwan; which included the Bunun, Taiya, Saisha
(in middle of Taiwan), Rukai, Yami, Chau (in south of Taiwan), and Peinan, Yiamai
(in east of Taiwan).

A common characteristic of the Aboriginal society is a "hierarchical social
organization" (Ruan 136) which became an important factor in the development of
woodcarving through workshops of special carvers organized to serve the noblemen.

According to the writings of Taiwanese Aboriginal scholar Ruan Chun-rui, in 1996,

the so-called hierarchical social organization had two high levels — noble and poor in
Taiwanese Aboriginal society. The upper level was noblemen and landowners, and
the lower level were farmers and ordinary citizens. Since ordinary citizens hunted
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Fig 33. The position of Taiwan, Mainland China and Philippines'

and farmed on the land of noblemen, they had to pay rent to them (Ruan 136).

The status of a nobleman was inherited, based on blood relationship, and enjoyed
special rights of ownership of work. Therefore, woodcarving works could only be
seen in the homes of noblemen. This was the main reason for the rich development
of woodcarving in Taiwanese Aboriginal art (Liu Art in Joy 42). In other words, the
noble hierarchy maintained a high social status and special rights in the economy and
in the possession of artwork. The social function of woodcarving art was that the
special emblem, symbolizing noblemen, could be brought out in full play with praises
of specific stories of noblemen. Not only was the noble hierarchy a pre requisite for
development of woodcarving, but woodcarving also strengthened the social status of
the noble hierarchy. Therefore these two factors were both causes and consequences
and their relationships were intimate (Ruan "Taiwanese Aboriginal carving art" 138).

TAIWANESE ABORIGINAL WOODCARVING AND RELIGION

The religion of Taiwanese Aborigines belongs to animism and they believe in the
existence of a mountain god, a thunder god or a rice god in the world. They also
believe that various gods will bring good fortune to people. However, in Taiwanese
Aboriginal woodcarving, the image of god as the topic is comparatively rare; in

general, the image of woodcarving is related to the image of the ancestor or the spirit
of the common ancestor of the Taiwanese Aboriginal people. The human images of
woodcarving represent the ancestor or the spirit of the ancestor which can be
displayed by means of fixed traditional forms, shown in religious ceremonies that
allow the crowds participating in religious activity to understand the substantial
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transmission of c o m m o n concepts (Ruan 138).

THE
IMAGES
WOODCARVING

FROM

TAIWANESE

ABORIGINAL

The scholar Chen Chi-lu was the first, after the Japanese occupation, to write about
Taiwanese Aboriginal culture as depicted on figurative images in woodcarving (Liu
Chi-wai Art in Joy 38). Chen Chi-lu not only produced additional research and
classified the culture, language and art crafts of Taiwanese Aboriginal people; and
also renamed the Taiwanese Aboriginal art from the book The Study from Savage
People in Taiwan written by Japanese scholar I-nen (re-edited by Lu-Ye- Jun-Chun in
1939). For example, Japanese scholars prefer to use the word "fan" (#) in many
artifact of the of Taiwanese Aboriginal people. However the word "fan" in
Taiwanese means 'savage' or 'barbarian'. Consequently, Chen never used "fan" in his
book, Research into Taiwanese Aboriginal Culture, and because of this, other scholars
who have researched in this area since the 1970s have based their work on Chen's

research for their basic structure. My research is into the continuing use of the figu
on moveable wooden panels or pillars used over centuries in the woodcarving of
Taiwanese Aboriginal art.

There are many outstanding examples of Taiwanese Aboriginal art, and woodcarving
is most representative. Correspondingly, painting in Aboriginal art is comparatively
rare (Chen Chi-lu. Research on Primitive Art 14). In recent years, the most
important influence on contemporary artists in Taiwan has been Aboriginal
woodcarving, sometimes seen in mountain villages, sometimes found in books and
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museums.

Ruan, writing in 1996, points out:

Generally speaking, Taiwanese Aboriginal art possesses the characteristics of
'Primitive' art, in that there is no hypocrisy, concealment or affectation. Its
form is sincere and frank, and it possesses witchcraft, color and a mysterious
atmosphere that generates fear in people (Ruan Aboriginal People in Taiwan
242).

Characteristics of Taiwanese Aboriginal art are not realistic; instead they symbolizes
their meaning through stylized and patterned forms, especially the in the art of carving.
In his book, Research into Taiwanese Aboriginal Culture, the Taiwanese ethnology
scholar, Chen Chi-lu, recognizes that although Taiwanese Aboriginal forms would
still change following changes in time, its basic elements could still be preserved.
The continuing symbolic forms can be categorised into several types of figures, such
as "connected bodies representation", "crouching figure", "frog representation", "joint
figure with 'eye' or circle pattern", "superimposing figures standing 'totem column'",
and "front and back opposite representation" (see Appendix II). Chen comments
that these categories all have the characteristics of two dimensional flat relief panels
(Chen Research into Taiwanese Aboriginal Culture 413). Professor Liu Chi-wai also
recognizes that Taiwanese Aboriginal woodcarving can be said to be
"two-dimensional art"25 (Liu Art in Joy 39). Such a unique art form has been an
important source for Taiwanese contemporary artists.

In relation to the influence of indigenous artists on contemporary art forms it is
'5 Characteristics of "two-dimensions" in art works art are not only found in woodcarving
Taiwanese Aboriginal. Others like "Children Painting" and "Taiwanese Temple art", mention in
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interesting to consider the Australian experience. In Australia, it has become very

problematic for artists to "use" Aboriginal art as inspiration, because of the particul
ownership of images in traditional Aboriginal art. The Australian government
carried out a series of policies to protect the rights of Australian Aboriginal people
after 1976; so that the intellectual property of Aborigines could not be "used" by
anyone without licenses; such as in 1987 Flash Screenprinters, a T-shirt manufacturer
based in Queensland, reproduced Johnny Bulun Bulun's (Australia Aboriginal artist)
paintings "Magpie geese and waterlilies at the waterhole" on T-shirts without
permission. After this, Johnny Bulun Bulun pointed out:

This rarrk(design) is very important and nobody can take this from the Gurrumba
Gurrumba people. We're thinking that this rarrk is making us shame because
it's been printed and sold throughout the world. Not only my family, but other
tribal groups as well (Vivien Johnson 15).

By contrast, although Taiwanese Aboriginal society has had much support in
amenities and education from the Taiwanese government after 1980; however,
Taiwan so far has not implemented any policies to protect Aboriginal intellectual
property and cultural integrity. When Taiwanese artists, such as Liu Chi-wai, "use"
the image of Taiwanese Aboriginal carving (See Appendix II— REPRESENTATION
OF FIGURES IN TAIWANESE ABORIGINAL WOODCARVING) in their personal
work, it is legal, without causing any distress or concern in Aboriginal communities.

Chapter II, also have there kinds of characteristics.
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THE INFLUENCE OF TAIWANESE ABORIGINAL CARVING LN
THE WORKS OF LIU CHI-WAI
BIOGRAPHY OF LIU CHI-WAI (1912-2002)

Liu Chi-wai, an anthropologist and also an artist, came to Taiwan from Mainland
China in 1944 and started painting when he was forty years old, majoring in Western
art of the eighteenth and nineteenth centuries. In 1965, as an engineer, Liu went to
Vietnam employed by the American army. He started to make contact with local
folk art and this experience changed his painting style. After the 1980s, his works
were deeply influenced by Paul Klee and Taiwanese Aboriginal woodcarving. In
order to gain in-depth experience, Liu traveled to the villages of Taiwanese
Aboriginal people, and regularly visited, researched, and worked with their
Aboriginal people. Working in the Taiwanese Aboriginal villages was a profoundly
moving experience for him and one that provided new ideas and solutions in painting.
Over the past thirty years Liu is the person who has spent the longest time and
reached most deeply into the area of "Primitivism" through Taiwanese Aboriginal
research and his personal creative work. This section investigates Liu Chi-wai's
scholarly involvement in Taiwanese Aboriginal woodcarving art as the material for
his creative work and artistic concepts since the 1980s. A clear understanding of his
art world was obtained through a personal interview in 2000 in Taipei.

Liu Chi-wai was not a 'primitive' artist but highly sophisticated one who was moved
by Taiwanese Aboriginal art in the same way as Picasso was moved by African art, to
make its formal language part of his language of creative feeling. He was what I have
'Primitivist' in this study.
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BACKGROUND OF LIU'S W O R K

Since 1973, national and economic development in Taiwan had been proceeding
actively and this also encouraged the development of culture. After 1980, Taiwan
was in a prosperous condition that had never occurred before; and the society entered
into a phase influenced strongly by western modernity and creative works of artists
received much attention. Not only was there large-scale liberation in politics,
economics and culture by the Taiwanese Government, but Taiwanese Aboriginal art,
which had not originally been seen as important, was also well liked by artists, such
as Liu Chi-wai. All forms of arts were continuously being brought out to full play
by artists, and Taiwanese art started a period of prosperity.

ORIGIN OF LIU CHI-WATS PAINTING STYLE

INFLUENCE OF ANCIENT ART IN VIETNAM

When he lived in Vietnam (1965-1969), Liu devoted great effort to research on
ancient sculpture and architecture of Cham (2nd century) and the Khmers (9th-14th
century). The relief sculptures with their subtle planes, and the refined and
sophisticated taste of ancient simplicity gave him much inspiration (Huang Mei-xian
109). Reflecting on such experience, after he came back to Taiwan from Vietnam he
said, "My works in the 1970s, were affected by the Cham art"(Chen Chang-hua 22),
for example, his work Fish Market (Fig 34) (Huang Mei-xian 110). A work such as
Fish Market (1967) from this period shows typical characteristics.
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Fig 34. Liu Chi-wai. Fish Market. 1967. Transparent watercolor, 26cm x 20cm.

(a) F o r m is acquired from ancient decorative traditions of the holy temple.

The

proportion of the object in the painting especially does not conform to an idea of
naturalism.

(b) Simple colour tone of traditional art form the basis for Liu's subjective tones.

(c) Space is shallow, and has the characteristics of relief sculpture.

(d) Content and style are influenced by the ancient temple art traditions. Relief
sculpture, wall painting and decorative stone carvings represented spirit worlds
which gave Liu's art a mysterious atmosphere (Huang 108).

After 1980, Liu employed Taiwanese Aboriginal art as a research topic using a similar
method. In his use of ancient Vietnam he tried to develop the spirit of an abstract art
form into full play. This relationship to the "primitive" temple art was informed by
the influence of Paul Klee who saw the power of non-western and folk art in
developing contemporary art (Liu Art in Joy).

INFLUENCE OF PAUL KLEE

In Liu's painting career the work of Paul Klee26 was one of his strongest influences.
Since the 70s, there is an obvious connection in Liu's painting style to Paul Klee, and
he truthfully said, "In the 80s, I learned from Klee on his style completely"(Cheng

Refer to Chapter I and Paul Klee's relationship to 'outsider' art, and child art.
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Hui-mei 73), In addition, according to the Taiwanese scholar, Chen Wen-ling, there
were two items characteristic of Paul Klee that influenced Liu the most:

(a) Employment of symbols - The paintings by Klee used forms symbolised from
natural structures. His art was quite diversified yet it was personalized by the
meaning of the symbols.

(b) "Primitive" - Many of the paintings of Klee borrowed from the form of
"Primitivism" including the ''primitive" diagrams of folk art and the masks in tribal
villages in West Africa, some Atlantic islands and India (Fig 35). In addition, he
thoroughly researched children's art (Cheng Hui-mei 193-194). For example, in the
work Spring (Fig 36) which Liu completed in 1974, there is a similar employment of
the symbols of "primitive" meaning to make a new language of contemporary
Taiwanese art.

To summarize, both the influence of the ancient art of Vietnam and Klee's approach
were firmly in place in Liu's art when he started to research Taiwanese Aboriginal art
after the 1980s.

CONNECTION BETWEEN PAINTING STYLE AND
TAIWANESE ABORIGINAL WOODCARVING

Liu Chi-wai recognizes that if people want to search for the relationship between
Modern art and "Primitive" art, they should start from research on the totem.
According to Liu Chi-wai, when a society borrows an animal or plant as the symbol to
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Fig 35. Paul Klee. Munchenbuehsee. 1940. Oil on canvas on panel, 40.5cm x 38cm.
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Fig 36. Liu Chi-wai. Spring. 1986. Watercolor, 50cm x 36cm.

represent its social organization or the blood-relationship of tribe, its symbol is called
a "totem". Taiwanese Aboriginal woodcarving uses the totem in this way. In
analyzing the structures of a society, most often folklore scholars emphasize the
occurrence of totems. Therefore, Liu assumed, "where there was a totem, there was
the origin of culture" (Liu, Chi-wai. Art and Anthropology 169). Liu also recognizes

that for western paintings in the period of Classical art or Realism (15th -19th century),
the primary understanding of art was as natural imitation of objective reality. In
such paintings, emphasis was placed on contour, lightness and dimness, transparency
and anatomy to form a complete aesthetic. What was displayed to the viewer was a
historical style. By contrast, contemporary works of "Primitivism" need not be
painted in such complex traditional shape but by using symmetric form and colour the
shock and feeling on the viewers is direct and simple (Cheng Hui Mei 73). Liu's
researches into Taiwanese Aboriginal woodcarving have directly and indirectly
influenced his art toward such a symbolic direction. For example, in works
completed by Liu in 1988 and 1999 respectively - Adam and Eve I (Fig 37) and Adam
and Eve II (Fig 38) two-dimensional symbolic forms showing connections to the
forms and textures of Taiwanese Aboriginal woodcarving are employed.

THE STYLE OF LIU
1. FORMS

Many works of Liu are based on one single human body, or two human bodies
overlapping to occupy the entire area of painting. The form is outlined clearly and
inspiration comes from the "connected human figures" and the "frog representation"
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Fig 37. Liu Chi-wai. Adam and Eve 1.1988. Watercolour, 53.5cm x 38.5cm.

Fig 38. Liu Chi-wai. Adam and Eve II. 1988. Watercolour, 60cm x 50cm.

of Taiwanese Aboriginal art. The backgrounds of the " A d a m and Eve" paintings are

all painted flatly with a single colour to emphasise the decorative effect of the or
woodcarving.

2. TEXTURE

Both works employ fabric patterns to give the quality and feeling of a coarse surfac
layer. However, in Adam and Eve I, black lines similar to woodcarving provide the
emphasis, and in Adam and Eve II, the form is purely based on the character of the
texture as the point of emphasis. In addition, both works combine the use of
multiple types of media. Not only is there a complexity of different processes but

the vitality of form gives a feeling very similar to Taiwanese Aboriginal woodcarvin

3. SPACE

Both Liu's works employ two-dimensional space. However, in Adam and Eve II, the
relationship between character and background is richer than in Adam and Eve I. In
addition, the use of shallow space and a surface plane without depth is one of the
characteristics of Taiwanese Aboriginal woodcarving.

4. STRUCTURE

The structural diagram of Adam and Eve I enables the characters to be superimposed
on left and right, and in Adam and Eve II, there is a clearer "central axial form",
which is closer to the woodcarving form of Taiwanese Aboriginal art.
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In addition, other works like Black Eros (Fig 39), and Masaru (Fig 40) have a similar
connection with Taiwanese Aboriginal woodcarving.

Liu's interest in symbolic "primitive" form is displayed progressively in his creative
work starting from 1979. These works really experience the spirit of Taiwanese
Aboriginal art (Huang, Mei-xian 40). The contemporary critic Lin Hsing-yueh
wrote:
The concept of the esthetic examination of contemporary art broke through the
barrier between time and area and admitted and explored various types of
different art. It also broke through the prejudice against the sense of beauty of
"civilized" society and recognized that the creation of beauty and the affirmation
of its value had no absolute relationship with the progress of "civilization"... Liu
Chi-wai followed this step and personally visited many places with tribal village
art, from Taiwanese Aborigines to the South Pacific and displayed them in full in
his personal creative work (Lin Hsing-yueh 28).

Therefore, Liu recognizes that Primitivism is not concerned with the imitation of
nature; instead it is concerned with how to enrich nature (Liu Chi-wai "Prosperous
development of the water colour painting arena" 6). Taiwanese Aboriginal carving
not only comes from nature, but also expresses their understanding of the figure in
almost geometric shapes. Therefore, in order to inject life into his own works or to
express his personality and to emphasize his intention to achieve a certain 'primitive'
energy, Liu wished to search for new material and utilize new expressions. In other
words, an artist influenced by "primitive" art may utilize the "primitive" form to
advance to symbolization or to represent his or her feelings (Huang, Mei-xian 41,42).
The method of changing to a fresh and vigorous new style is to "deny its habitual
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Fig 39. Liu Chi-wai. Black Eros. 2000. Watercolour, 50cm x 40cm.

Fig 40.. Liu Chi-wai. Masaru. 2000. Watercolour, 50cm x 40cm.

usage" of traditional high art; and that means to "deny the formed concept" that were
previously so important. Then the "deep level psychological condition" of the
Primitivist will progressively appear (Liu The Fundamental Theory of Modern Art
191).

INSPIRATION FROM PRIMITIVISM—SUBLIMINAL AND
AUTOMATIC TECHNIQUE

In his essay The contemplation of Primitivism Su Chun-ming, mentions that "art is
the overall reflection of land and life" and states that:

Art represents a specific time, space, land and people; therefore, all painting is
symbolic of a specific environment and culture, and is also a mark of the
sincerity of an individual artist (Su 96).

In other words, the forms of Taiwanese Aboriginal carving are not just the goal of an
individual artist such as Liu Chi-wai but also these 'primitive' attributes are used to
oppose rationality and tradition in twentieth century art. It allows Liu Chi-wai to
understand that the "power of touching" people by art may possess a more penetrating
power than a more "rational analysis" in art activity.

Primitivism directs the contemporary art movement to the path of "the search for
reality" in the sense that the artist influenced by Primitivism looks not only at the
external form but also the inner meaning. In order to prove its own existence and to
confirm individual mind and dignity, not only does contemporary art in Taiwan since
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Fig 41. San, Wai-ming. Pool Table. 1999. Oil and wax, 88cm x 117.5cm.

1980 present the concept of "free creation", it also creates the "state of mind"
mentioned by philosophers and the "subliminal world" in psychology (Chiu Ya-po
201). Therefore when a creator such as Liu finds vital energy of form through the
inspiration of folk art, the subliminal aspects of these forms becomes an important
basis for such contemporary art.

It follows that in contemporary art, in order to seek for innovative methods and
theories, "the artist should free himself/herself from consciousness as much as
possible so as to explore the force hidden under the mysterious subliminal" (Liu
Contemporary Art Basic Theory 235). Thus the artist will mostly adopt the
automatic technique. In his book Contemporary Art Basic Theory, Liu Chi-wai
himself comments:

The concept of "automatism" is generated from Sigmund Freud. Freud feels
that the occurrence of dream and fantasy is generated after the suppression of the
subliminal by rationality. In order to release (perform) this subliminal, the
rational activity must be suspended temporarily. After detachment from
rationality, then "pure inspiration" can be obtained and from this inspiration, "the
door of oneself can be opened (Liu 236).

As an experiment with the subliminal, in 1920, Andre Breton (1896-1966) published
a poem collection called Magnetic Field that could be regarded as the beginning of
this interest in automatism. Following Breton, Jean Dubuffet in 1956 based his
painting on the rules of the subliminal, explaining, "My painting is no longer a
painting, what I hope to obtain is the state of roughness and coarseness"(Liu 236-237).
In other words, to Dubuffet, subliminal and primitive are closely related. After the
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Second World War, he used unusual material like sand, stone and wings of butterflies.
He boldly created a series of works, even using rusted nails and small knives as
materials to create an extreme automatic work. In the painting world of the mid
twentieth century, his form of work was also called "Art Brut" (Anfam 79).

The middle period of the twentieth century emphasised the tracing of "primitive"
civilization of humankind and the search for the value of life. The art group COBRA
(working in Europe in 1950s-60s) which displayed this intuitive nature of art was
similarly strongly affected by Freud. In addition, using folk art as an example, it
recognized that people must combine their consciousness and the subliminal as one
body. Through illusion their dreams can be induced from the deeply hidden
subliminal layers and reappear in painting (Stokvis 24).

Summarizing the above, it is not difficult to discover that many of the works of Liu
Chi-wai, are related to the existence of subliminal elements of the sub-conscious mind
and automatism, similar to ideas of western modernist artists such as Paul Klee. In
order to find out what kind of importance these concepts had in the creative work of
Liu. I interviewed him at his residence in Taipei, on November 22, 2000 (See
Appendix III — INTERVIEW). This interview with Liu Chi-wai explored his
explanation of his experience in his creative work. In this role Liu Chi-wai showed
valuable candor and frankness demonstrating his concept of primitivness in art, which
was the source of his creative work.
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CONCLUSION
In the subject matter of Primitivism for the past thirty years in Taiwan, H u n g Tung
and Liu Chi-wai have been the dominant artists. Although there are many
differences in the utilization of material, style, appearance and source of the
influences in their creative works (see attached table), yet there are elements of a
simple and common system that are similar. For example, they both break through
the mental barriers of their era and geographic location and they affirm and explore
the art value of different cultural areas in Taiwanese folk and Aboriginal art. At the
same time, they also break through the aesthetic bias of the "civilized" society; and
because of their critique of "civilization", they can fully reveal with frankness and
simplicity their beliefs to contemporary Taiwanese artists.

In the twentieth century, western art was greatly influenced by "Primitivism" and this
influence progressively affected the Taiwan art arena after the 1970s. The forms of
Taiwanese folk art / Taiwanese Aboriginal art and their symbols are an unlimited
source for artists. The hard work of initiating a new way of thinking by Hung Tung
and Liu Chi-wai in the Taiwan art arena will be a role model for their successors. It
has been a role model in my painting in developing a specific creative language of
form, such as my series work 'Torso' (refer to chapter four).
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Table 3
Material that the style Material utilization

Style appearance

is acquired from

Mainly based on

Mostly are based on

Displays the style of 6-9

Taiwanese folk temple art water colours painted on years old children's
H u n g T o n g and puppet art

rice paper some are baseddrawings. The "principle
on oil colour painted on of contrast" in the
canvas.

pictures and the skill of
"involution" are his
characteristics.

Liu Chi-

Sources of styles are

wai

diversified before 1980s, powder colours on silk

Based on water color and Affected most by Klee
and Picasso. H e likes

such as the Central south cloth or hemp cloth with the "single" topic, and the
peninsular, South Pacific paper surface and
islands, the Pacific

occasionally mix-media

continent. After 1980s,

are used.

mainly based on
Taiwanese Aboriginal
woodcarving.
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structure is simple and not
complex.

CHAPTER FOUR

"PRIMITIVISM" IN MY WORKS
THE TORSO SERIES: IN SEARCH OF THE TENSILE FORCE
FEELING FROM A SIMPLE FORM

In this chapter, I shall explain the links between the content of my painting and
Taiwanese Aboriginal carving. I will examine different formal compositions, and
the psychological understanding of 'Primitivism' in relation to intuition as a main
force in my painting. Not only do my paintings relate to the aesthetic of Primitivism
through a personal interpretation, but they demonstrate the internal dynamic of a
creative process automatism.

In relation to this inner understanding of the painter's approach the winner of the
Nobel Prize for literature in 2001 who is also an artist, Kao Hsin-hsin, expressed his
opinion on the creative method of art:

Painting can be a journey of the inner mind. Any place out of imagination can
be reached and can be displayed through painting and it will be an unlimited
discovery. The problem is, coming back to the method of form (Taipei,
United News: Kao Hsin-chien 37).

Primitivism can be discussed in psychological terms, yet in the actual process such as

the creative work of painting, it still must attach itself to the visual elements of form
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or space for its expression. Therefore, based on the topics of "structural drawing
method" and "formation of space and form" in Aboriginal art, I shall explain how the
visual elements are utilized in my paintings. Its association with folk art in terms of
spiritual influence will also be discussed.

MY PAINTING STYLE BEFORE THE "TORSO" (1997-1999)

Between 1997 and 1999, the style of children's painting was the main influence on the
style and the concept of my creative work. The present series of work
"Torso"(2000-2002) which has been influenced by Indigenous Taiwanese work thus
extends my interest in a wide focus on "Primitivism".

With regard to the influence of children's painting on my work in 1998,1 wrote in my
journal:

Someone once said to me, "Art that is light in content can touch your life
experience, but art which is enthralled in deep meaning will touch your
soul...and the soul will outlive the frailty of the human organs". I always
remember that when I was four or five years old, my father put me on his bicycle
where I sat in front of him as we rode along the street. That is a vague
experience in my memory but I can remember that he explained everything I saw
on the way. Through my father's language and voice, the trees, flowers, clouds
and sky all came alive in my heart during that time. The expression of the
deepest point in my soul comes from my memory of the drawings that I made in
my childhood. I consider that painting is a bridge between the physical world
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and the spiritual world; and therefore children's drawings provide this bridge
(San 4).

For example, my work Pool Table (Fig 41), is based on naive forms of children's
painting and the rich sense of quality gained from using wax crayon as a means of
expression. In other words, using the style of children's painting, allowed me to
express my childhood memory, which became embedded in the work. After 2000,
when I changed my direction to focus on Taiwanese Aboriginal woodcarving as the
main source of influence, I discovered that compared with children's painting,
Taiwanese Aboriginal woodcarving provoked a feel of shock, a surprise at the
composition of the picture. The following is an analysis based on my work of this
"Torso" series.

INSPIRATION FROM ABORIGINAL IMAGES
(2000-2002)
"STANDING PILLAR"27, ABORIGINAL CARVING IN TAIDONG
TAIWAN (Fig 42)

Generally speaking, for Taiwanese Aboriginal art, there is "no hypocrisy, concealment,
no affectation and the form is sincere and frank. There is also colour and a
mysterious atmosphere that will frighten people." (Ruan 242). These exceptional

27

The term of "standing pillar" appears in "Carving Art of Taiwanese Aboriginal" written by Ruan
Chun-rui.
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Fig 42. Nameless. Standing Pillar. 19th century. W o o d carving,

carvings, especially the "standing pillar", are based on the form of ancestors and are
related to worship of the spirits of ancestors. Aboriginal information about the
"standing pillar" is very rare.

In order to obtain an in-depth experience, I went to the Aboriginal village of Taidone
in the mountain area (Taidone) in the east of Taiwan and observed this form of
sculpture in February 2001. Generally speaking in Aboriginal villages, the "standing
pillar" is displayed standing on a wooden platform outside an important family house.
Its dimensions are large than human scale averaging two to three metres in height.
Even the slightly shorter ones, are still about 1.7 metres high, with a width most often
only a quarter of their height, and the thickness is not uniform. Typically, one human
form is carved as a standing pillar on either side of the door, fonning two guardians to
the entrance way. Art which functions as a protective device is called 'apotropaic' in
western art history, meaning an image that turns away evil. (From the Greek
apotropos turn away). The image does not emphasise naturalism; instead it has a
symbolic meaning. As the present occupant of the house told me, the standing pillars
were mainly used in ceremonies of offering sacrifices.

Beyond that, residents always place one on either side of the main door of the house,
as guardians with a memorial to the ancestor and a warning message to humankind
not to forget the traditions of the ancestors (Ruan 137). As the size of the standing
pillar is huge and in addition, the "central axis form", (a term referred to The
Comparison in Chinese and Western Painting by Professor Yuan Chin-ta of Taiwan
Normal University, the contemporary artist), is adopted in the structural composition,
it generates a shock that is both visual and psychological. Such a powerful work
contains meanings for contemporary artists such as myself, regardless of its origin in
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Aboriginal society and culture, because of its religious and psychological aspects.
What is interesting is that although the creators of the "standing pillar" did not have
any academic concept of these visual elements they came to these impressive forms
through a process of tradition and custom. In other words, the inner meaning of the
"central axis form" in the standing pillars, and the theory of Professor Yuan Chin-ta
which describes the 'shock' value of such images, actually have a close relationship.

Similarly, the style of the "central axis form" also appears in folk art such as the Door
Gods of Chinese temples28 (Fig 43); in addition, "Door Gods" and the "standing
pillar" have very similar emotional aspects and social functions. The door gods from
Lu-Kan are huge and colourful with fierce expressions. Standing in front of them the
viewer feels uncomfortable, even threatened as they loom into the shadows. From this,
Yuan Chin-ta argues that the structural drawing itself in the "central axis form" can
give a "shock" to people. Although these examples relate to religion and ritual, the
major point of my work is to enlarge and extend the understanding of the structural
visual elements of this remarkable Aboriginal tradition, as a formal strategy of
contemporary art.

28

In Chinese culture, doors represent the separation between the peace and safety of the h o m e and the
turmoil and danger of the outside world. Hence the Chinese fascination with door gods, protectors of
the home, the town, the nation. Shen-Tu and Yu-Leu were the oldest among the door deities,
associated in particular with the family home. According to legend, thefirstemperor Huang Ti had
their images hung above his door to ward off evil spirits. B y the Tang period ( A D 618-907), two
other door protectors, Chin Shu-bao and H u Ching-te, special guardians of official buildings, became
popular. They are said to have been ministers of state of the Tang emperor, Tai Tsung, w h o in a
delirium of fever imagined he heard demons in his bedroom. In an effort to calm him down, Chin and
H u promised they would stand watch all night outside his bedroom. The Emperor slept quietly and
soon recovered from his illness.( Liu, Wen-shan. Taiwan Religious Art 178)
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Fig 43. Nameless. Door Gods. 20th century. Oil on wood, 165cm x 230cm. Lu-kan,
Taiwan.

THE "SHOCK" VALUE OF THE IMAGE

The "shock" value of Taiwanese Aboriginal carving is not only achieved by the visual
structures but also by the emotional energy generated by the figures. This energy is
the major factor why Taiwanese Aboriginal carving is so effective to its audience. In
my research, I discovered that, in fact, Taiwanese Aboriginal carving can still shock
us in Taiwan because such carvings are attached to the visual structures that originally
had a heavy emotional appeal. This quality of feeling has been very influential in
how I used my personal style to express the energy in the composition. This is the
main conceptual underpinning of the "Torso" Series.

VERTICAL LINE STRUCTURAL—EXPRESSION OF A SINGLE
"TORSO"

To return to the academic analysis of the visual elements of the carving, another
important category is the "Vertical Line Structure" described by Yuan Chin-ta as a
principal aspect of contemporary composition, which is also found strongly in
Aboriginal art. I argue that the use of a "Vertical Line Structure" has been one of main
compositional devices in my paintings from 2000.

"Vertical Line Structure" is the adoption of a kind of vertical structural device to
become the main visual direction of the work. In addition, based on the position of
the vertical line in the drawing, it is further divided into three types, "central axis
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form", and "side standing form" 29 and "opposite standing form" 30 (Yuan 137-139).
Amongst these, the "central axis form" had the greatest influence on me.

CENTRAL AXIS FORM

On the characteristics of the central axis form, Yuan Chin-Ta of Taiwan Normal
University writes:

The central axis form is to place the vertical line in the centre of the painting and
that is the topic to be expressed. By placing it without any deviation in the
centre of the painting, the axis line is the bone structure, the spinal column. This
type of structural form cuts in directly so that people can understand it at one
glance. This is a form familiar from classical Chinese ink painting, where the
heaped vertical forms of mountains and landscapes are famous for their impact
and "shock"(Fig 44) (Yuan 137).

The so-called "impact and shock", in fact, has the same meaning as much folk art that
touches on the spiritual level. This "central axis form" can be found in much folk art
or its paintings, such as the "Standing pillar" or the "Door Gods".

In fact, work that is based on the "central axis form" as a structural device within the
composition continues and extends the research I conducted during the period of my

29

"Side standing form" is similar to "opposite standing form"; however, the distinction is in
difference in height of the left and right vertical articles in the painting. The size of the articles is
different and that forms a visual effect that left and right weight is different in the painting.
30
"opposite standing form" is formed by two left and right equivalent sides of "central axis form"
structural drawing.

84

Fig 44. Fan, Kuan. Sketching on a Journey (Xi-Shan Xing-Lu). 11th century. Ink on
silk scroll, 206.3cm xlQ3.3cm.

university and research institute days. For example, the works including Gazing (Fig
45) 1994, and most of the work completed during the period at the research institute
almost all employ the structural device of the "central axis form". Examples are the
Symphony (Fig 46), Man and Bird (Fig 47), and Clown in 1999 (Fig 48). There are
also some works, completed during the past three years that employ the central axis
structure.

TORSO 1

The work of this period - Torso I—three standing torsos (Fig 49) belongs to a typical

utilization of the structural device "central axis form". It can also be said that "Torso
1" is the first work in the "Torso" series. In addition, the searching for the tensile
force of feeling within a simple form is my main concern during the course of my
creative work. Others works such as Black Torso (Fig 50) and Red Torso (Fig 51),
also have the characteristic "central axis form".

In addition, the work "Torso 1" is also inspired by "connected human bodies
representation" (see Chapter Three— Representation of figure in Taiwanese
Aboriginal Woodcarving) and forms a parallel connection to the frontality of
Taiwanese Aboriginal woodcarving. "Torso 1" is based on several "central axial"
formal structural designs. At the same time, it refers to the "frog representation"
(see Chapter Three) as can be seen in the dominance of the large torso image.
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Fig 45. San, Wai-ming. Gazing. 199A. Oil on canvas, 65cm x 90 cm.

Fig 46. San, Wai-ming. Symphony. 1999. Mix-Media

cm.
159cm x 122

Fig 47. San, Wai-ming. Fighter. 1999. Oil on canvas, 147cm x 95.5 cm.

Fig 48. San, Wai-ming. Clown. 1999. Oil on canvas, 82cm x 115 cm.
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Fig 49. San, Wai-ming.Torso 1—three standing torsos. 2001. Mix-Media , 390cm
x 170 cm.
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Fig 50. San Wai-ming. Torso 1—Black Torso. 2001. Mix-Media , 29.5cm x42cm.

Fig 51. San, Wai-ming. Torso 1—Red Torso. 2001. Mix-Media , 29.5cm x42cm.

TORSO 2

Torso 2—one

standing torso basically adopts inspiration from "central axial form",

and the form of "standing pillar" as can be seen in the dominance of the standing torso
image (Fig 52).

TORSO 3

Torso 3—face to face is influenced by "central axial form", in that the two paintings
exist together as a diptych. Each painting is composed using the "crouching figure"
style and is therefore asymmetrical in design. The painting on the right has the
figure facing left and the painting on the left has the figure facing right. As both the
figures are the same size, this creates a mirror image of each other. Consequently
when the two paintings are placed together they produce a symmetrical design and
thus provide the link to the "central axis form"(Fig 53). Others works such as
Crouching Figure in Different Time and Space (Fig 54), also have the characteristic
"central axis form".

INSPIRATION FROM THE OTHER TAIWANESE ABORIGINAL
CARVING—"CROUCHING REPRESENTATION"

The Torso series of paintings charts the development of different compositional
structures from the vertical axis structure evident in Torso 1 and 3 to more dynamic
and asymmetrical composition that refers to the crouching representation that I
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Fig 52. San, Wai-ming. Torso 2—a standing torso. 2002.Mix-Media <, 170cm x
130 cm.

Fig 53.. San, Wai-ming. Torso 3-face to face. 2002. Mix-Media , 260cm:
170 cm.
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Fig 54. San, Wai-ming. Torso 3— Crouching Torso in Different Space and Time.
2002.Mix-Media, 75 cm x 95cm.

discussed in chapter three. I would argue that the latter paintings retain the shock
value that I want to emphasise, not only through the composition, but through the
textural quality of the paint and the expressive nature of the gesture used to apply the
paint. In the book The Fundamental Theory of Modern Art, the writer Liu Chi-wai
pointed out that Jackson Pollock used the process of automatism to express the
tension of visual language in his works (Liu 114). In other words, the "tension of
visual language" does not always come with the composition of the vertical line.
Thus, Torso 4—the blue L torso (Fig 55) and Torso 5—the black L torso (Fig 56) not
only inherit the characteristic of "L" from the "crouching representation", but they
demonstrate the influence of automatism.

AUTOMATICISM AS AN INTERNAL DYNAMIC OF THE
PAINTING

The main influence on automatism is the psychological thinking of Ernst Kris
(1900-1957). In 1952 Ernst Kris31 presented the "inspiration phase"—a
psychological phenomenon belonging to creative work; as he said, "Psychoanalytic
material enables us to point to the interaction of factors which made one individual
turn to painting..."(Kris Psychoanalytic Explorations in Art 20). Freud had earlier
described this almost intuitive process as thoughts that are irrational, turbid and can
stand contradiction are illogical (Freud 242-252). The characteristics of form and
space of the "standing pillar" can thus be deemed as the most direct expression of
"intuition".

31

Ernst Kris (German 1891-1976). German painter, resident in France and the U.S., a prominent
exponent of Dada and Surrealism: developed the technique of collage.
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Fig 55. San, Wai-ming. Torso 4—the blue L torso, zuui.

170 cm.

390cm x

Fig 56. San, Wai-ming. Torso 5—the black L torso. 2001-2002. Mix-Media \ 390cm
x 130 cm.

In the past three years, in order to search for a breakthrough in m y creative work and
fresh happenings, I have tried to base my research on "absolute" intuition as the most
important factor in creative work. In other words, I used a kind of personal method
to enable a pure display of power to be invested in the structural composition of the
"central axis form". For example, I attempted to use the method of quick drawing to
create structures and image of the human figure in a personal way. Also, in the
course of most of my drawing, I use fragments of cloth, lumps of paper, wooden
boards and even palms and fingers to replace the use of paint brushes. Alternatively
I have applied impasto medium, paper (Fig 57), wax and crayon (Fig 58). The
rugged texture in my works is the expression of this kind of emotional state. For this
kind of process, the "subliminal" and "children's work" described in Chapter One and
Two, reinforces the view of the word "intuition" by Professor Yu Chiu-yu in the book
of Art Creation Engineering. He said:

What is called "intuition" means that kind of irrational experience. It (intuition)
allows us to place ourselves in the inside of the object so as to facilitate matching
with that unique and irrational process. Conversely, the way of rational analysis
is to conclude the subject of the thinking as something that is already known and
all commonly owned essential factors for this target of thought and other thought.
Therefore, any analysis is the expression of a kind of adoption of a series of
viewpoints and its acquisition—if it is possible—then its acquisition is a pure
and direct process. Of course, intelligence is a center of glamour, yet intuition
can allow us to catch things that intelligence cannot provide and can point out the
method to provide these things (Yu 192,193).
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Fig 57. (A) The texture of impesto niedium in Torso
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Fig 58. (A) The texture of wax medium in Torso 1.

Fig 58. (B) The texture of crayon in Torso 4.

Others like Gauguin said, "the older I get, the more I insist on expressing myself with
things beyond literature. The word "intuition" means everything in my work" (Yu
193-194). When speaking of Gauguin, it corresponds with the inspiration for his
painting of the folk art of Tahiti. Furthermore, Cezanne said:

...in the painting process, history and psychology will be hidden inside, as a
painter is not a fool without a brain. Here exists a kind of logic of rule. In fact,
a painter should follow this logic instead of following the logic of the brain. If
he/she traps himself/herself into the latter, he/she will get into trouble (Yu 194).

In other words, both Gauguin and Cezanne did not completely dispel rational analysis
but they insisted that in the world of art, this rationality should be "hidden inside" and
they believed that the function of rationality was limited. Therefore, an intuitive
idea of creativity has changed modern art through the influence of African art in the
early twentieth century.

SPACE AND FORM

Compared with Western art (from the Renaissance to Impressionism), obviously
Taiwanese Aboriginal carving lacks a concept of perspective space. It relies only on
the form of the object in the carving to express its occupation of space. Its main
concept is expressed as follows:

What Taiwanese Aboriginal artists carving are things they know in their hearts
and they think that drawing is two-dimensional.. .That is to say, there is not yet a
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fixed form in Aboriginal carving to represent plane and depth (Wang 134).

Furthermore, using the "standing pillar" as an example, Aboriginal artists place the
stylised contour of each form on a wooden board. At the same time, under the same
conditions, they also avoid overlapping the various contours. "When we see the
expression of various forms in the wooden board, individual relationships are used to
convey the spatial relationship, and it allows a clear and direct expression of
everything"(Wang 135). This is called "non-physical space" in the "space of
consciousness" by Liu Chi-wai. In addition, with regards to the character of the
"standing pillar", there is almost no appearance of form that is drawn from the human
body, for example "oval shape" head, "matrix form" neck, "horizontal line" shoulder,
"bending" hands, "inverted triangle" body, "horseshoe form" inner thighs and inner
side and slightly convex calf are all abstract elements within the overall composition.
Aboriginal artists explain that not only is the "form" limited to a kind of "image" that
can be seen not only with the eyes, but that at the same time, its form is being
constructed from "imagination" and "feeling" (Wang 165) (Fig 42). In other words,
the surface "space" and "form" in the shape of the body is influenced by intuitive
knowledge. This is a kind of space and form constructed with spiritual feeling,
instead of rational thought, and is very often seen in folk art (Liu Basic theory in
modern painting 172). In other artistic forms of Primitivism, such as in children's
paintings, there is a factor of imagination (or for a Taiwanese perspective what I could
call "choice from mind").

In the Torso series of work that I have completed, the neck, body, both arms and both
legs in the topic of "Torso", merged with the above "space" and "form" and are
mainly based on "spiritual feeling". This kind of "spiritual feeling" is, in fact, what
90

is called "choice from mind" in psychology and is different from rational thinking and
knowledge. The way of the form of Taiwanese Aboriginal carving has a very close
relationship with the "choice from mind". The term "choice from mind", is
described by Liu Chi-wai as the following:

Most often our vision can only catch the characteristics of the object. For
example, a spear is a straight line, a book is a matrix form; psychologically this is
called "concept of sense". This kind of general vision is the same for human
beings down to other animals like insects... "Form" is one of the characteristics of
the basic character of the object that vision can catch and it is the occupation of
space ...; however, it has no relationship with position or direction (Liu 165).

Apart from the work Torso 4—the blue torso (Fig 55), the rest of my work is
associated with the "front" of the upper half body of the human, and the "side" of the
lower half of the body. This demonstrates the use of "choice from mind" in the
construction of the image .

In addition, what is worth mentioning is that in the work of the "Torso" series, for the
strength of impact I abandoned the head, hands and feet. On one hand, the
appearance of a complex figure with a head, hands and feet would diminish the
strength of this kind of "simple" style; on the other hand, the massive, heavy and
simple form of a "single body" increases the opportunity for my intuition and
spirituality to influence the outcome. Therefore, the shape of all the "bodies" are not
only based on compositional strategies as discussed earlier, but also in the intuitive
and spiritual nature of the working practice. In other words, the picture of the
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"standing pillar" gives m e inspiration but, in the course of m y practical creative work,
the use of this type of inspiration as a foundation for further development and
expression is what I attempt to achieve.

FROM "BACK TO PRIMITIVISM" TO "BACK TO PERSONAL"

"The meaning of philosophy is the search for a homeland everywhere while bearing
the sudden urge of a kind of longing for the native land" (Wang Lin 169). Professor
Yu Chiu-yu also said in Art Creation Engineering. "To search for one's roots is the
cultural recognition by contemporary artists with self intuition and in groups. It is
beneficial to experience the source of racial culture" (Yu 304). In view of the fact
that modem science in the west has valued rational thinking and knowledge, and
Chinese traditional culture has been based on following traditional customs, this
generates an antipathy in modern civilization to Taiwanese Primitivist art and also
generates the rebellion by contemporary Taiwanese artists against most Chinese
traditional culture. The consequence of this is manifest in two ways; one of which is
"back to primitivism". On the one hand, this can express the longing for nature and
a culture that embraces the "primitive" life, and the critical response to
non-naturalistic work. On the other hand, this is "back to personal", which means to
seek help from the inner self and the origin of humankind. The consequence of this
is that artists have discovered that a search into the inner self of the individual is
valuable source of inspiration, not only in western traditions but also in Chinese
philosophy (Yu 169). Therefore, when I began in the direction of "back to personal"
by means of "back to primitivism", I explained that the revelation of "primitive" art
32

The same example can be found on the children's drawing.
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can give people the opportunity to return to the innate character of humankind.

This

can establish an intimate dialogue between humankind and nature. "Primitive" art
provides artists with a means to search for the value of the source of spirituality.
However, the value that is concealed in the return to the form of "primitive" art may
actually be the beginning of an understanding by "humankind" of "itself'.

The research into Taiwanese Aboriginal carving allows me to understand the
psychological meaning behind the form and this has informed my creative work. It
has encouraged me to further analyze and clarify the source of my creativeness.
Taiwanese Aboriginal carving is like a catalyst that allows my subliminal
consciousness to further influence my creative work.

Another important artist influenced by his work with indigenous communities during
the 1980s, is the Australia artist, Tim Johnson. In the early 1980s he regularly
visited and worked with Aboriginal artists such as Michael Nelson Tjakamarra and
Clifford Possum Tjapaltjarri in the desert space. He said, "My interest was taken as
an acknowledgement and respect for their culture and part of my own path toward a
wider understanding of their art and my own" (Hart 89).

In fact, all the creative processes described above point to a very important meaning: I
long to plumb the spiritual and formal "depth" of "Primitivism" in my creative work.
In addition, from the form of "primitive" art, I can continue to explore the spirit of
"Primitivism" and its aesthetic value in new ways. It is a continuous search and it is
the goal that I am striving for in my future academic research and my personal
creative work.
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CONCLUSION
In this study I have discussed the development of "Primitivism" in Taiwan. In the first
place, I traced "Primitivism" from western modern art of the early twentieth century
as the historical background of this thesis in order to understand the rise of a new
language of creative feeling. In the second and third chapters I analysed Taiwanese
art of the 1970s and 1980s, particularely Hung Tung and Liu Chi -wai. Overall I
researched areas of Primitivist art between Taiwanese and western influences, both of
which have affected my own creative work. By going deeply into the internal spiritual
meaning of forms the real feeling of "Primitivism", so influential in my own painting,
can be explored. In the course of this research, there have been many important
insights for my creative work. However, during the research some problems from the
original material and blind spots have emerged.

COMPREHENSION OF MY CREATIVE WORK THROUGH MY
RESEARCH

The comprehension of "Primitivism" in my creative work has been very positive. In
the first year of my research I read about the meaning of "Primitivism" in a book by
Charles Wentinck (1979). He wrote that "Primitivism" is a kind of expression of the

psychological attitude of the creator, and at that time I could already realize that this
kind of meaning was an important direction to pursue both for my academic research
and in my creative work and future career.
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In fact, the temptation of "Primitivism" for m e , of course, was because I was tired of
the continuous academic education in Taiwan, which emphasised western
Renaissance and nineteenth century art, which is demonstrated in the technique that I
applied in the drawing Mars in 1989 (Fig 59). As a result, I generated a fever for
another technique that was so strange yet which had a unique charisma. Also
through the difficulty of Ihinking in my creative work, it was this philosophy of
subliminal traces and symbolic intuitions that gave me another way of thinking that I
completely belonged to. However, amongst these sources of art, I think the most
important is "Primitivism", which can continually remind me to look at the source of
the existence of "sensation" in creative work. Also, through the dialogue of the
mind, in a conversation between myself and a 'primitive' sensibility, the depth of the
work can be refined. The Chinese contemporary professor of aesthetics, Yu Chou-yu,
once said: "In the course of actual creative work, whether a group psychology can be
deeply touched is often an important standard of whether an artist and a piece of work
can obtain a response from the broad society" (Yu Art Creation Engineering 180).
Therefore, the connotation of "Primitivism" has the function of prompting this kind of
wide response.

Furthermore, "Primitivism" does, in fact, emphasise in the process of creative work a
going back to inner life and to the senses. In addition, in the course of my creative
process, it allows me to wake "myself up and I can deeply dissolve myself in the
language of painting. Regarding this point, I wrote the following brief notes in my
journal:

The experience of "humanity", "inner life" and "sensation by the artist will be
the source from which is obtained the tensile force for all creative work
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Fig 59. San, Wai-ming. Mars. 1989. charcoal, paper, 105cm x 160cm.

techniques.

Through the research on Taiwanese Aboriginal art, I discovered that due to the unique
structural diagram of Taiwanese Aboriginal woodcarving, a factor of its simple and
refined form can affect viewers who feel an extremely large visual shock. In
addition, these factors allow me to obtain a very great inspiration in my works.
However, I feel that what Taiwanese Aboriginal art can give me is not just the content
of research in this thesis. In the future, I still hope to go deep into other arenas of
Taiwanese Aboriginal culture, such as other art forms, not only woodcarving.

CHARACTERISTICS OF TAIWANESE FOLK ART AND
ABORIGINAL ART

The visual characteristics of Taiwanese folk art in chapter two, and Taiwanese
Aboriginal carving discussed in can be compared in their style to the Taiwanese artists
Hung Tung and Liu Chi-wai. Some comparisons can also be made with the carvings
from Africa that so influenced early modernist artists such as Picasso (see Fig. 5,
chapter one). The following four connections in Taiwanese folk art and Taiwanese
Aboriginal art are very obvious:

1. Expressionist and Symbolic Style

Firstly these sculptures displayed in exaggerated and transformed human figures.
This high symbolic works have a kind of mystery for the non-aboriginal viewer.
Figures such as the 'Door God' (in chapter four) (Fig 43) show Taiwanese Aboriginal
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carving in a condensed and compressed form, which give the viewer a shock in their
severity (Kao 17).

2. Totemic Images

A totem is an image formed via experience and imagination with belief in spirits.
Totemic images form the basis of Taiwanese Aboriginal art, and the sculptures in
Taiwanese temple, such as the "carved carps on windows inside Taiwanese temples"
in Fig 26 of this thesis. The purpose of a totem is to form a "special relationship"
can be formed between human beings, and natural forces of plants and animals (Liu
ArtLinChien 85-85).

3. Symbolism

Like the "frog representation"(Fig 67) in Taiwanese Aboriginal art, and 'Door Gods'
in Taiwanese temple art, or the "M'bulu"(Fig 5) figure which influenced Picasso, all
point to the belief in a supernatural world in their symbolic forms. In these images,
which may seem exaggerated and unrealistic works to many European or Chinese
trained artists, there is a kind of mystery of another way of thinking (Ku Cheng
18-19).

4. Decoration

Taiwanese folk and Aboriginal carving, or the African carving "M'bulu" used by
Picasso uses pattern and repetition as visual elements rather than the imitation of

mature. The result is that it stimulates a special aesthetic feeling through the power of
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repetitive forms. W h e n the Aboriginal artist is facing an objective aspect of reality
with a subjective mind, the physical phenomenon will be changed to a psychological
drawing that is regular but free, writes Yu Chiu-yu, the Chinese art critic. "In the
process, it includes the borrowing and playing of the external physical phenomenon
with an original aesthetic psychology so that Aboriginal art can be in the state of
'between like and unlike'"(Yu "Oriental Aesthetic in Contemporary" 284-285).

Considering twentieth century art development, this research emphasises how
significant the influence of 'primitive' art forms have been, both in east and west.
Apart from providing inspiration for creative practice in terms of subject material, the
most important aspect of folk and Aboriginal art in Taiwan is the perception of an
emotional quality of spirit contained inside the forms. This provides the stimulation
at a psychological level, which has encouraged many significant contemporary artists
to reflect and reconstruct aspects of creativity through questioning old traditions with
a "primitive" and direct relationship to feeling. For Hung Tung, Liu Chi-wai and I
the impact of Taiwanese folk and Aboriginal art were vital in the artistic development
of the wider art field of contemporary Taiwan.

THE INSPIRATION FROM TAIWANESE FOLK ART AND
TAIWANESE ABORIGINAL ART

Taiwan is a place full of rich folk art. When I present my understanding on
"Primitivism" through Taiwanese scholars and Primitivists, it allows me to observe
the thoughts and phenomena of Taiwanese folk art and Taiwanese Aboriginal art from
a close distance, because these cultures are within my home territory. By analysing
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the special characteristics of Taiwanese Primitivists, such as Liu, Chi-wai and H u n g
Tung, through their compositional structures, I came to understand their methods and
thought. This kind of analytical process demonstrates that when "Primitivism" is
based on "creative feeling", the theories of both eastern and western scholars are
uniform, even if there are visual differences in surface character and cultural customs
by people in different regions, it is clear that both western and eastern Primitivism
have deep affinities with each other. Based on this kind of understanding, we can see
clearly that different cultures may have an underlying similarity.

In other words, what primitivist modern art has is the influence of styles from Africa,
Asia, and the Pacific particularly. Although such styles are very different to the art of
Europe, the emotional quality of 'primitive art' spoke to artists across language and
nationality. Therefore, for different artistic expressions, there is no distinction of
supremacy or inferiority; it is simply a difference in the utilization of symbols by
different artists in different places. Although the complexity and simplicity of the
symbol utilization method is different across cultures, yet the expressions of feeling of
the creators are recognisable despite cultural differences. A Chinese scholar
exarnining western aesthetics cannot just cling to the forms of western art before the
twentieth century, such as art from the Renaissance to Impressionism, and expel
"Primitivism" because it does not belong to the humanist tradition. The alternative
path for the scholar could be to cling to "Primitivism" and abandon the western
aesthetics of humanism. Unlike most Chinese scholars I understand the value of both
the humanist and the primitivist elements in contemporary art, which is also the
reason why in this thesis I wish to overcome and even ignore the external phenomena
of history and geography which were so dominant in the great complexity of
influences and styles in early twentieth century western modernism. I strive for the
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inner meaning of art creation despite such historical and geographical differences.
Therefore, I think that in order to understand particular aesthetic structures in the
contemporary world, wide research on the issue of the "Primitive" is correspondingly
most important because it links different cultures through a psychological
understanding of form.

BLIND SPOTS IN THE COURSE OF THIS RESEARCH
The momentum of "Primitivism" is more than what can be defined through history
and geography. When I consider examples of Taiwanese folk art in Taiwanese art,
there are some unexpected blind spots in this research.

First of all, contemporary researchers and artists in Taiwan mostly look at folk art and
Aboriginal aesthetics as a kind of subordinate aesthetic. For example, when I asked
them about Taiwanese folk and Aboriginal art, I discovered that although they love to
use and appreciate the Aboriginal style, very few had any grasp of the theory of
Aboriginal art or 'Primitivism'. As well, during the course of personal visits to
Taiwan folk artists, all their verbal descriptions were enthusiastic about folk art but
they found it difficult to explain the meaning and structures behind the forms.
Because no other theories of Primitivism in Taiwan were accessible, I found I had to
use the western "psychology of creative art", such as the theory behind children's art
and theories of the unconscious in order to give a fresh dimension to Taiwanese
Aboriginal and folk art. Nevertheless, this lack of a Chinese theory about these
Taiwanese artforms is a gap in my research.
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The second blind spot is that, although Taiwanese folk art and Aboriginal art are full
of a rich internal spirit, yet they have remained relatively unknown and undocumented
outside the Taiwanese culture. There are no scholarly discussions in English about
these particular forms of "primitivism'. In addition, the forms of these traditions are
inherited from generation to generation without much outside influence, and because
of its "primitiveness", these artforms are isolated from mainstream Taiwanese society,
so dominated by commerce and industry. These problems have all had a direct or an
indirect influence on my search for material. Even for the work of Hung Tung, the
Taiwanese Primivitist, mostly only the surface phenomena were described by research
without any investigation into the origin of his creative work. For this reason I have
had to base my thesis on an analysis of children's painting and a direct interview with
the artist Liu Chi-wai, in order to understand the intuitive system of creative art and
the inner depth of "Primitivism".

Of course, these blind spots cannot be completely overcome in this thesis; however, in
the course of my future research, these researches in western attitudes to 'primitivism'
will allow me to understand in a more subtle way the issue of "Primitivism" in
Taiwan.

This is where the written part of this a study ends. The real spirit of "Primitivism" still
requires practice by artists like myself. Therefore, too many theories may analyze
"Primitivism" to the point where it is a broken form and then it will be no fun at all.
For myself, how to practise the depth of "Primitivism" in my creative work will be an
endless road.
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Appendix I

THE DEVELOPMENT OF CHILDREN'S DRAWING

In different age phases, children will have different ways of presentation and scholars
had already discovered this fact a long time ago. Therefore based on the results of
their various studies, the development of children's drawing can be divided into the
following stages, which are frequently quoted:

In his book Through The Education of Art33, Herbert Read (1943) applied the
divisional period in the "Psychology and Education Test" by Cyril Burt:

1. Scribble (2-4 years old).
2. Line (4 years old).
3. Descriptive Symbolism (5-6 years old).
4. Descriptive Realism (7-8 years old).
5. Visual Realism (9-10 years old).
6. Repression (11-14 years old).
7. Artistic Revival (teenage)

The developmental periods of Viktor Lowenfeld (1952) in his book of Creation and
Development of The Mind and Intelligence:

1. First Stage of Self Expression (2-4 years old).
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2. First Representational Attempts, or Pre-schematic Stage (4-7 years old).
3. Achievement of a Form Concept, or Schematic Stage (4-7 years old).
4. Drawing Realism, or Gang Age (9-11 years old).
5. Pseudorealistic, or Stage of Reasoning (11-13 years old) (Viktor 22).

The developmental periods of Luquet. G. H (1972):

1. Realism Fortuit (refers to a kind of activity only by means of line drawing and
there is no other meaning.)
2. Realism manque (in this stage, although children like to draw realistic objects, yet
as their techniques are not highly developed, their attention spar is short and they
lack to the power of integration, therefore they cannot succeed.)
3. Realism intellectual (means the X-ray perspective drawing method and the picture
form of a moving point of vision etc. of children.)
4. Realism Visual (enters into a kind of complete realism painting stage).

In addition, based on the above points, the Taiwanese scholar Wang Ting-mei raised
the following points of issue:

1. Coordination of movement: that means Scribbling (1.5-3 years old).
2. Formation of representative images and symbols: that means the Line Stage of
Herbert Read.
3. Representative image of subjective feeling: equivalent to Visual Realism stage
(5-9 years old).
4. Objective observation and copy sketching: equivalent to Visual Realism stage (9*11

33

H. Read. Education through Art, London, 1947.
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years old).
5. Hidden or transfer stage: equivalent to Repression (11-14 years old).
6. Re-appearance of power of creation: equivalent to Autistic Revival stage (after
14,15 years old) (Wang 27-28).

From the views on the psychology of children's drawing by the above four scholars, it
can be obviously seen that from their analysis, even the ages and the period of each
stage are different. However, some conclusions can be based on the following:

1. Scribbling stage

Before the age of 2, infants will start to draw some confused and disorderly lines.

This activity is purely a kind of intuitive game and scribbles of infants and is an initia
drawing activity. The painting activity of this period is a kind of functional activity.

2. Period of Local Arrangement

For children about 2-6 years old, following the development of language ability, their
thoughts increase continuously. For their drawing activity, they can only express a
kind of symbolic diagram. At the same time, like making markings, they can draw
many non-associated things in a picture. However, whatever they can think of they
will draw and they will not consider what they can see in front of their eyes.
Although children's drawings of this period will produce diagrams, yet in their basic
techniques they still cannot detach themselves from the Scribble Stage.
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3. Schematic Stage

Children age 6-9 generally can draw picture based on their o w n interpretation. The
imagination of children of this period is very rich and this is the best period for
expressing their thoughts through drawing. Their drawing characteristics can be
divided into exaggeration, emphasis, transparency, moving point of vision, human
simulation, repetition and plane.

4. Realistic Stage

From 10-14, children can already move towards the realism stage from the
imagination and memory performance stage and they will start to draw the natural
environment objectively. (Fig 60) (Chen Hui-tung 24-26).
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Fig 60. (A) The Scribing Stage (2 years old). (Taiwanese Child)
(B) The Period of Local Arrangement (4-6 years old).(Taiwanese Child)
(C) The Schematic Stage (6-9 years old).(Taiwanese Child)
(D) The Realistic Stage (10-14 years old). (American Child)

Appendix II

REPRESENTATION OF FIGURES LN TAIWANESE
ABORIGINAL WOODCARVING

1. CONNECTED HUMAN BODD2S REPRESENTATION (MWMWMB)
(Fig 61) (This carved image is taken from the tribe of Paiwan in Taidone, Taiwan
before 1950. Taiwan University collection. Various dimensions. Drawn by Chen
Chi-lu.)

In the "connected human bodies representation" single figures are shown either in a
parallel arrangement or superimposed one above the other, frequently connected by
their hands and/or feet34. The hands and legs are connected together forming a left
and right or an up and down extended regular figure. On the reason for the
appearance for such a representation, Chen Chi-lu said:

The formation of this kind of pattern (the "connected human bodies
representation") can be deemed as a further extension of a single pattern.
Considering an independent pattern, if it cannot be filled up with planes intended
for decoration, our Aboriginal artists will employ a parallel or superimposing
arrangement. At the same time, for the purpose that the pattern will not be odd
and sparse, the bodies of various individual portraits are joined together to form a
composite shape (Chen Chi-lu Research into Taiwanese Aboriginal Culture 427).

34

There are not too many descriptions in scripts by Chen, or in other Taiwanese literature on
"Standing pillar" m a d e with "single portrait". I had once personally visited the tribal village of
Taiwanese Aboriginal, and observations were recorded in Chapter IV of this thesis. The term of
"standing pillar" appears in "Carving Art of Taiwanese Aboriginal" written by Ruan Chun-rui.
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Fig 61. Taiwanese Aboriginal woodcarving—Connected human bodies
representation.

Other areas with suchfigurearrangements include N e w Guinea, the Admiralty Islands,
Bilan-an of Mindanao, Celebes and Kisar. Chen also points out that the structure of
these pictures is quite complex but that it can be divided into two types; one is the
parallel connection of representation (Fig 62) and the other is the net connection (Fig
63). In addition, it is also called the "genealogical pattern"35.

2. CROUCHING FIGURE (JSEEAg>)(Fig 64)

Before the invention of stools and their popular utilization, the most natural resting
method for humankind was either crouching or sitting on the ground. At an early
stage, the stool was not common amongst Taiwanese Aborigines, and therefore they
mostly crouched. In the eighteenth century, the book Words by Wu Ta-cheng,
pointed out, "the people in Tung-I (means "Taiwan"), crouched when sitting, and they
seem not to be Chinese"(Wu 30). It is difficult to pinpoint when the incoming Han
people from China influenced the Aboriginal societies in aspects of their customs,
which included the use of chairs. However, in habits of crouching in Taiwanese
Aboriginal districts was very common and therefore it was a very natural nature thing
to employ the crouching form in art expression.

Apart from the commonly seen Taiwanese Aboriginal woodcarving, the crouching
form also appears in areas that are close to Taiwan including the Philippines (Luzon),
Borneo, Mas, Enggano, Sumatram, Kisar, Leti, Damma, Babbar, Tanimbar, New

35

Refer to Schuster Carl. "Genealogical patterns in the old and new worlds". Reista do Museum
Paulista, Nove Serie. Vol. X, Sao Paulo, 1956.
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Fig 62. Connected h u m a n bodies portrait—the parallel connection of representation.

Fig 63. Connected h u m a n bodies portrait—the net connection.

Fig 64. Taiwanese Aboriginal woodcarving—Crouching figure

Guinea and the Solomon Islands.

The crouchingfigurecan be separated into four forms. One is the form with two
hands raised in front of the chest (Fig 65 A); the second is the form holding the

with both hands (Fig 65 B); the third is the form of placing both hands on the kne
and the fourth is an unfixed form (Fig 66 A and B) (Chen 417,418).

3. FROG REPRESENTATION (m&A^L) (Fig 67)

Basically the "frog representation" is an extension of a crouching figure, but is
shown in low relief, not in three dimensions. If both hands of the crouching

representation are originally placed in front of the chest or on the knees, and th

moved to the two sides of the shoulders and then its two legs bent towards the fro

are extended towards both sides, then the figure is in the stylised form of a frog

Places where "frog representation" will often appear include the Philippines (Luzon
Bornea, Nias, Engano, Minahasa, Celebes, Timor, Roti, New Guinea, Mioko,
Solomon Islands and the Marqueas.

4. JOINT FIGURES WITH "EYE" OR CIRCLE PATTERN (Hfp^IBA^)
(Fig 68)

"Crouching figures" and "frog figures" are often carved with round circles on the
joints as connections. This type of circular pattern is applied in many regions,
sometimes associated with joint figures, and sometimes isolated, by itself. For
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Fig 65. Crouching figure- (A) The form with two hands raised in front of the chest.
(B) The form of holding the knees with both hands.

Fig 66. Crouching figure— (A) The form of placing both hands on the knees.
(B) A n unfixed form.

Fig 67. Taiwanese Aboriginal woodcarving—Frog representation

Fig 68. Taiwanese Aboriginal woodcarving— Joint figures with eye or circle
pattern.

example, the Aboriginal people of Taiwan Lan-Yu (the islands on the east side of
Taiwan) like to draw round patterns, such as eyes on the prows of boats (Fig 69).
The distribution areas of "joint figures with circles" are generally similar to the

the "crouching representation" and "frog representation", seen for example, in Borne
Nias, Minhahasa, Celebes, Timor, Roti, Leti, Tanimbar, New Guinea (Chen 426).

5. SUPERIMPOSING FIGURES IN STANDING "TOTEM COLUMN" (MM
m (Fig 70)

The arrangement of "superimposing figures in the standing pillar" mostly is used to

carve vertical standing figures within the narrow dimension of a pole where figures

and patterns are arranged together in low relief. Superimposing figures in the totem

standing pillar developed from the 'connected human bodies representation' as a mor
recent phenomenon. Its distribution areas generally are the same as for the "joint
figure with circle representation" (Chen 427).

6. FRONT AND BACK OPPOSITE REPRESENTATION QE^rOTA^O (Fig
71)

The pattern formation method of the "front and back opposite representation" is

similar to that of the "connected human bodies representation" but it is not absolu
the same. Connecting figures in a parallel format or in a net shape makes the
"connected human bodies representation". By contrast, the "front and back opposite

representation", shows the figures connected by their feet, with each head at the ed
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Fig 69, Joint figures with eye or circle pattern on the boat from the Aboriginal of
Taiwan Lan-yu.
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Fig 70/ Taiwanese Aboriginal woodcarving— Superimposing figures in standing
totem column
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Fig 71. Taiwanese Aboriginal woodcarving—Front and back opposite representation.

of the long plank. This motif is mostly used in carving on aflatnarrow, long wooden
board which can vary in size from one metre to ten metres in length.

The "front and back opposite representation" is mostly a combination of a male and a
female representation. Mostly it is either a standing or a crouching figure. The
image itself can be adjusted according to the size of the decorative area. If the

decorative plane is not sufficient to contain the entire representation, then the leg wi
be omitted and sometimes even the lower part of the body with its legs is omitted, so
that the connected figures are two torsos (Fig 72). This image is often seen in
Borneo, Lesser Sunda and Helmahera (Chen 438-439).

In the course of the transmission of the above-mentioned basic patterns, no matter
how they pass on and evolve, their intrinsic forms have still been maintained till now.
The above six forms can all be seen in Taiwanese Aboriginal woodcarving in motifs
recognized widely throughout the south-east Asian region as "Primitive" art.
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Fig 72. Front and back opposite representation—The shape of connection of two
heads.

Appendix III

INTERVIEW - Liu, Chi-wai

San, Wai-ming (hereafter abbreviated as San): Can you please tell me what was the
turning point that made you change to folk art away from the influence of western art
of eighteenth and nineteenth century?

Liu, Chi-wai (hereafter abbreviated as Liu): I didn't start from art class but in the
early period I liked watercolour paintings and I also liked to study western art
especially classical or realism. Therefore it was easy for me in the course of my
study. At that time (around 1970), Taiwan had closed her door tightly, and the
foreign published western art history that I could encounter was mostly art in the
period from the Renaissance to Impressionism. These texts could make people feel
dissatisfied and bored after studying them for a long time. Until one time when,
unintentionally, I saw the painting collection of Klee. I had never heard of this man
Klee and of course I knew nothing about him. Excitedly I bought a book about his
paintings and once I tore off the seal and flipped over the pages, my God! how come
there was such an art like this that was so shocking? In fact at that time I didn't

know his paintings and I just felt that all the western art theories that I learned befo
were not paintings by Klee. From that time on, I started to research this
non-traditional art. Especially due to my work, I had to go to the central south
peninsular and there I encountered their local ancient civilization art and folk art. I
also conducted research and blended folk art into my creative work (Fig 73).
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Fig 73. Liu Chi-wai. £ve o/Ifar. 1986. Watercolour, 26cm x 20cm.

San: In your creative work, what is the main source for uncovering folk art?

Liu: I spent lots of time on Taiwanese Aboriginal art and I was also involved in
culture arenas in South East Asia and the Pacific. I also tried to combine the form of
Aboriginal art in these places hoping to find a common system but it was very
difficult. Therefore, I feel that in respect to method, the study of Aboriginal art by
an artist and the study of Aboriginal art by an anthropologist are different.
Anthropologists look for the system of Aboriginal art but we painters will find it so
troublesome! Of course I maintain my research on Anthropology but, on the other
hand, considering creative works I pay little attention to a specific source. I acquire

the Aboriginal art form that I like and then afterwards I try to catch the characteristic
of Aboriginal art. Through my feeling I shall transform it as the feel of an artist that
is different from the feel of an anthropologist .

Therefore, personally I feel that for artists, there are four factors that are worthwhile
to be references; form, colour, sense of quality, and the spiritual sense. For example,
the interest in "form" by an anthropologist most often will not be as great as by an
artist. Anthropologists use the term 'primitive' to mean 'without culture', rough and
undeveloped. That is absolutely not the sense of "primitive" used in my work, for
example in Adam and Eve II (Fig 38) that is obviously acquired from Taiwanese
Aboriginal art and is full of admiration for these profound forms.

San: In your original works of art, what is the most important insight from the
"primitive" aesthetics of Taiwanese Aboriginal Art?

36

As explained before ( Ch 3 ) there is no difficulty in the relationship between Aboriginal artists
giving permission for contemporary Taiwanese artists such as Liu to borrow and use motifs.
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Liu: Aboriginal art can be said to be a kind of group art or it can be also called a kind
of public art. This kind of art is different from the creative work that we talk about
with emphasis on personal style. Most often, the origins of this kind of collective art
start from the belief in god and the animation of these beliefs can be deemed as the
source. To explain further, like the teacup in front of us. When we paint this cup in
the traditional way that we learned, we must think of external phenomenon like
perspective, brightness, dimness, colour, tone and quality of feeling and so on.
However what they (folk or Aboriginal artists) will emphasise when they face a tea
cup may possibly be in part feeling, in part piety and part appreciation of their
ancestors for the development of the water source. It is a kind of purely inner mind
presentation. Therefore how can it be the same if these two kinds of works (Chinese
traditional art and folk art) are put together? In other words, Aboriginal Art
surpasses the usual form of reality and traditional Aboriginal art allows us to live in a
different kind of reality. I use this kind of "pious" heart to look at this world and to
face my creative work. If the painter cannot see this kind of "touching" without
"piety", I am afraid that he/she will not understand the value of folk art.

Therefore, I deeply feel that traditional art, such as western painting of the eighteenth
or nineteenth centuries, is rational and falsely decorated, and Aboriginal art is
intuitive, sensible and genuine. Aboriginal art belongs to another kind of form
which does not just tell you a story, it will give you a shock! Chinese literati
traditional art is like the dialogue of Shakespeare that is long and prolific, and

Aboriginal or folk art is just the opposite as the information it gives us is so direct an
real. This kind of characteristic formed the art of the twentieth century. What I can
see with my eyes as a naturalistic image cannot give me satisfaction but the symbolic
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forms of Aboriginal art can give m e inspiration in m y creative work.

In addition, based on psychology and belief in religion, development of culture
requires support of religion. Taiwanese Aboriginal belief has generated many art
works and belief becomes the original dynamic of cultural development. At the
same time, those carvings can bring me many ways of thinking and inspiration. I
feel that love can be obtained from belief, and when there will be joy with love and
power there is art. This is another way of thinking that Taiwanese Aboriginal art has
given me.

San: According to what I know, to you the importance of your research on
anthropology and your creative work are the same. Can you please tell me how you
can combine your research on anthropology and your creative work?

Liu: In the beginning, I learned landscape painting from nature and after I really did
creative painting (when I saw the work of Paul Klee) I just loved modern painting and
I also wrote the book Fundamental Theory of Modern Painting in 1990. Modem art
and "primitive" art can definitely be said to have a direct relationship. Therefore, I

could not help myself but to start from "primitive" art and then I stepped into the are
of cultural anthropology and the study of the "anthropology of art". In regard to art
research, already there are two aspects of "art history" that have an historical
background and the "aesthetics" with philosophy as its basis. However,
anthropology of art emphasizes more the human type, history and geography and
customs etc. in order to explore the essence and behavior of art. From Franz Boas in
the 30s to Claude Levi Strauss in the 60s, both anthropologists interested in
"Primitive" art, the contents of art history and aesthetics being studied are a
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comparatively n e w academic subject.

In respect of the research on art and

anthropology, for anthropology in the early period, "Artistic Science" was also called
"Material Culture". In recent generations, anthropology has been divided into fine
detail; therefore some of the scholars called the study of material culture the
"anthropology of art".

In summary, in my creative work, I was nurtured by anthropology. Therefore, some
people will see that I sometimes paint and I sometimes research anthropology. They
look like two things but to me they are the same.

San: Please talk about what influence Klee has on your creative work?

Liu: In the 70s I learned from Klee and I completely followed his mode and finally
naturally it became myself. The influence of Klee on me is his teaching theory
described in the "Pedagogical Sketchbook". He feels that instead of training the skill
of an artist, it is more important to train his imagination. In his works, he does not
draw what he sees, instead he draws what he thinks. For example, lines of sketches
he drew on one thousand sheets were different on all these one thousand sheets.
Originally Klee drew a natural organic form and after he began teaching architecture
in the Bauhaus, he also used geometric forms to draw. Geometric form was a kind
of lifeless basic form but after his assembly, it became an organic life mass.

San: Apart from Klee, who else also influenced you?

Liu: Yes, I was very much influenced by Picasso. Picasso changed the outer
appearance of nature into abstraction and this was the stimulation given to him by
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"Primitive" art. I also followed the typical approach of Picasso.

San: The "reality" of folk art stimulated the birth of automatism in western art and
this was based on the sub-consciousness of Freud as the foundation of its theory.
Can you talk about what kind of role of such theory plays in your works?

Liu: When Freud published his sub-consciousness he once mentioned that
consciousness was limited and fantasy and power of imagination was not restricted by
anything and was a kind of unlimited source of inspiration. This seems to have a
close association with the source of folk art. For example, in some more abstract
works, I employed different materials and between different materials some effects
are generated and that mean some materials themselves will exhibit their own
language. Strictly speaking, for automatism created by sub-consciousness in the
course of creative work, the non-consciousness is higher than consciousness but it
does not really display the non-consciousness entirely. Therefore, in summary, if the
original work of art is to be conducted by this method, one must know when to stop
and how to be self-critical. Otherwise how could children's drawings and drawings
from psychologically disordered patients be so powerful? I have many works that
are drawn by means of sub-consciousness such as Twenty Four Solar Terms (Fig 74)
and Jealousy (Fig 75).
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Fig 74. Liu Chi-wai. Twenty Four Solar Terms. 1974. mix-media, 50cmx36cm.
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Fig 75. Liu Chi-wai. Jealousy. 2000. mix-media, 68cmx98cm.

Glossary

primitive, as belonging to the first or beginning, original; 'primitivism' as the style
characteristic of a primitive artist; or is marked by subtle layer of difference in ideas
of modern artists about the 'primitive' and the uses to which these thoughts were put.
On the other hand, 'primitive' should be distinguished from the naive, the latter
referring to the untaught or uncultivated expression in a culture that has a learned
tradition. The description of a culture as 'primitive', as we shall see, that no such
tradition existed.

'Primitive' art. The meaning of "Primitive" art was taken to be the art of
"primitive" society; such as the art that existed in African, Australia Aborigines and
the Pacific Islander area, as well as North American, Asia and Indonesia. This was
essentially a Eurocentric viewpoint which categorized primitive cultures as inferior in
the hierarchy of civilization, which is why we use inverted commas in referring to
'primitive' art.

Primitivism. Primitivism embodies the attitude and style of art characteristic of
"primitive" society, and includes aspects of folk art, children's art, or art of the
psychologically disordered patients. It is reflected in the work of western artists such
as Picasso and Nolde who considered the concept of Primitivism as a vital continuing
derivation of the "primitive" art they had seen exhibited from Africa or Oceania.
Contemporary Primitivism could include revolutionary insights, through form and
innovative approaches for the twentieth century. This term includes artists such as
Hung Tung, Liu Chi Wai and myself.
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Primitivist. A contemporary artist whose work is profoundly influenced by the work
of non-industrial, small-scale societies, such as those colonized by western Europe in
Africa and Oceania. The term also includes contemporary artists in Taiwan and
Australia whose work is influenced by Taiwanese Aboriginal art, or Australian
Aboriginal art, in relation to western modernism, for example Tim Johnson.

Folk art. Characterised by unchanging patterns of material and style, usually
associated in Europe with regional centers and non-literate communities, where art
has a narrative and religious function, using brilliant colour and two-dimensional
pattern. Folk or naive art became closely associated with non-westem 'primitive' art
during the first half of the twentieth century in the work of artists such as Wassily
Kandinsky. In Taiwan folk art is associated with the many mediums (ceramics,
woodcarving, painting, textiles) used in temple art and puppetry, for the purpose of
telling stories to a non-literate audience.

sub-consciousness. The part of the mind containing instincts, impulses, images, and
ideas that are not conscious, and available for direct examination. (Collins English
Dictionary)

automatism. The suspension of consciousness sought of achieved by certain artists
and writers to allow free flow of uncensored thought. (Collins English Dictionary)

intuition. Immediate apprehension or insight of the mind without reasoning. (Oxford
Dictionary).
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subliminal. Resulting from processes of which the individual is not aware. (Collins
English Dictionary)

back to personal: A Chinese expression used widely in literature of the last thirty
years which means that in the process of art creation, the artist reconnects with t
he primal source of life.
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150cm. (Liu, Wen-shan.Taiwan Religious Art.)
Fig.26 (B) The detail of Fig 26.
Fig 27. Hung Tung. Untitled (2). Date unknown, watercolour, rice paper, 79cm
x79cm. (Ling, Man-li.Taiwanese "Primitive" Art)
Fig 28. Hung Tung. Untitled (3). Date unknown, watercolour, rice paper, 38cm
x53cm. (Chang, Yin. Extraordinary Hung Tung in the art arena. Taichung: New
Enterprise World Publishing Company, 1997.)
Fig 29. (A) Chinese traditional elaborate water ink painting.
(B) Taiwanese folk elaborate painting.
(C)?s&oi Untitled (I).
Fig 30. (A) "Quick brush" presentation of Chinese traditional water ink painting.
(B) "Moderate brush" drawing of folk water ink.
(C) "Moderate brush" trace in painting of Hung Tung.
Fig 31. Hung Tung. Untitled (A). Date unknown, watercolour, rice paper,
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159.5cm x 41cm. (Ling, Man-li.Taiwanese "Primitive" Art)
Fig 32. Cherg Chi-keui. Scenery, 1985, watercolour, 55cm x77cm. (He, Chengkuang. Chinese Folk Art. Taipei: Artist Publishing Company, 1991.)
Fig 33. The position of Taiwan, Mainland China and Philippine.

Fig 34. Liu Chi-wai. Fish Market. 1967. Transparent watercolor, 26cm x 20cm. (Li
Tan-he. The Art Work of Liu Chi-wai in past Forty Years. Taichun: The Museum
of Taiwan, 1990.)
Fig 35. Paul Klee. Munchenbuchsee. 1940. Oil on canvas on panel, 40.5cm x 38cm.
(Goldwater, Robert. Primitivism in Modem Art.)

Fig 36. Liu Chi-wai. Spring. 1986. watercolor, 50cm x 36cm. (Fig 49-53. See from
Internet)
Fig 37. Liu Chi-wai. Adam and Eve I. 1988. watercolour, 53.5cm x 38.5cm.
Fig 38. Liu Chi-wai. Adam and Eve II. 1988. watercolour, 60cm x 50cm.
Fig 39. Liu Chi-wai. Black Eros. 2000. watercolour, 50cm x 40cm.
Fig 40. Liu Chi-wai. Masaru. 2000. watercolour, 50cm x 40cm.
Fig 41. San, Wai-ming. Pool Table. 1999. oil and wax, 88cm x 117.5cm.

Fig 42. Nameless. Standing Pillar. 19th century. Wood carving, 65cm x 205cm. (Ru
Chun-rui. Aboriginal People in Taiwan. Taipei: The Museum of Taiwan, 1996.)
Fig 43. Nameless. Door Gods. 20th century, oil on wood, 165cm x 230cm. Lu-kan,
Taiwan. (Liu, Wen-shan.Taiwan Religious Art.)

Fig 44. Fan, Kuan. Sketching on a Journey (Xi-Shan Xing-Lu). 11th century. Ink on
silk scroll, 206.3cm xl03.3cm.
Fig 45. San, Wai-ming. Gazing. 1994. oil on canvas, 65cm x 90 cm.
Fig 46. San, Wai-ming. Symphony. 1999. mix-medium, 159cm x 122 cm.
Fig 47. San, Wai-ming. Fighter. 1999. oil on canvas, 147cm x 95.5 cm.
Fig 48. San, Wai-ming. Clown. 1999. oil on canvas, 82cm x 115 cm.
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Fig 49. San, Wai-ming. Torso 1—three standing torsos. 2001. Mix-Media, 390cm
x 170 cm.
Fig 50. San, Wai-ming. Torso 1— Black Torso. 2001-2002. Mix-Media, 29.5cm x
42 cm.
Fig 51. San, Wai-ming. Torso I— Red Torso. 2001. Mix-Media, 29.5cm x
42 cm.
Fig 52. San, Wai-ming. Torso 2—a standing torso. 2002. Mix-Media, 170cm x
130 cm.
Fig 53. San, Wai-ming. Torso 3—face to face. 2002. Mix-Media, 260cm x
170 cm.
Fig 54. San, Wai-ming. Torso 3—Crouching Torso in Different Space and Time
2002. Mix-Media, 95cm x 150cm.
Fig 55. San, Wai-ming. Torso 4—the blue L torso. 2001. Mix-Media, 390cm x
170 cm.
Fig 56. San, Wai-ming. Torso 5—the black L torso. 2001-2002. Mix-Media, 170cm
x 260 cm.
Fig 57. (A) The texture of impesto medium in Torso 3.
(B) The texture of paper in Torso 5
Fig 58. (A) The texture of wax medium in Torso 1.
(B) The texture of crayon in Torso 5.
Fig 59. San, Wai-ming. Mars. 1989. charcoal and paper, 105cm x 160cm.
Fig 60. (A) The Scribing Stage (2 years old).
(B) The Period of Local Arrangement (4-6 years old).
(C) The Schematic Stage (6-9 years old).
(D) The Realistic Stage (10-14 years old).
(Chen, Hui-tung. Understanding and Guidance on Children Drawing. Taipei:
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Ta Chiang Publishing Company, 1969.)
Fig 61. Taiwanese Aboriginal woodcarving—Connected human bodies
representation. (Fig 35-46. Chen, Chi-lu. Research into Taiwanese Aboriginal
Culture. Taipei: Len-chin Publishing Company, 1997.)
Fig 62. Connected human bodies representation—the parallel connection. (Chen,
Chi-lu. Research into Taiwanese Aboriginal Culture.)
Fig 63. Connected human bodies representation—the net connection.
Fig 64. Taiwanese Aboriginal woodcarving—Crouching figure
Fig 65. Crouching figure— (A) The form with two hands raised in front of the chest.
(B) The form of holding the knees with both hands.
Fig 66. Crouching figure— (A) The form of placing both hands on the knees.
(B) An unfixed form.
Fig 67. Taiwanese Aboriginal woodcarving—Frog representation
Fig 68. Taiwanese Aboriginal woodcarving— Joint figures with 'eye' or circle
pattern.
Fig 69. Joint figures with 'eye' or circle pattern on the boat from the Aboriginal
Taiwan Lan-yu.
Fig 70. Taiwanese Aboriginal woodcarving— Superimposing figures in standing
'totem column'
Fig 71. Taiwanese Aboriginal woodcarving—Front and back opposite representation.
Fig 72. Front and back opposite representation—The shape of connection of two
heads.
Fig 73. Liu Chi-wai. Eve of War. 1986. watercolour, 26cm x 20cm.(Fig 56-58 )
Fig 74. Liu Chi-wai. Twenty Four Solar Terms. 191 A. Mix-Media, 50cmx36cm.
Fig 75. Liu Chi-wai. Jealousy. 2000. Mix-Media, 68cm x 98cm.
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